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THE ILLUSTRATIONS FOR AN EARLY MANUSCRIPT OF IBN
BUTLAN'S DA'WAT AL-ATIBBA' IN THE L. A. MAYER MEMORIAL

IN JERUSALEM

The manuscript whose illustrations will occupy us here
constitutes the tenth work of Ibn Butlan, a Christian
physician and theologian of Baghdad (d. 1066), one
of the eleventh-century physicians who, in contrast to
many of his colleagues, fought for innovation in medi-
cine. According to him, the physician has not only to
know the theories of the ancient Greek and Roman
philosophers whose works were translated into Ara-
bic in Baghdad during the ninth and tenth centuries,
but also to consider the information gained from
practical experience acquired over the centuries and
add it to his store of knowledge. His disagreement with
many of his contemporary physicians and colleagues
is epitomized by, and reached its climax in, his con-
troversies with Ibn Ridwan, who ended a long series
of arguments by accusing him of a complete lack of
medical knowledge and understanding.'

Due to the influence of Ibn Ridwan on the physi-
cians of Cairo, Ibn Butlan, who in fact was much more
knowledgeable and educated than his enemy, had to
leave Cairo, where he had spent three years. Finally
he reached Constantinople where he stayed in a
monastery near the city; there in 1054 he wrote the
Da'wat al-atibbd' ("The Banquet of Physicians"). The
original manuscript is not preserved, and it is not
known whether it was illustrated, though, from what
we know, the answer is almost certainly not. What is
certain, however, is that it was dedicated to Nasr al-
Dawla Ahmad b. Marwan, the Marwanid ruler of
Mayyafariqin (r. 1010-60), a fact that may have some
consequence for the illustrations under discussion. Be
that as it may, Ibn Butlan's treatise is one of the earli-
est representatives of the Maqdmdt literature that flour-
ished in Mesopotamia, Syria, and Egypt throughout
the thirteenth century.

The story is continuous. It is divided into twelve
chapters, which are in turn divided into three parts.
In chapter one, the reader becomes acquainted with
a young physician who had left Baghdad in order to

practice in the provinces, where life is much cheaper
than in the capital. On his arrival in Mayyafariqin, or
Amid (modern Diyarbaklr), he meets an old medical
shaykh sitting next to his apothecary shop and strikes
up a conversation with him. The following two and a
half chapters are dedicated to the character of the old
shaykh who, among other things, practices medicine
in order to make money. He is described as a greedy
person, and his medical knowledge is much inferior
to that of the young doctor. The fourth to eleventh
chapters are dedicated to the topic of the treatise, the
banquet, to which other physicians, musicians, and
entertainers are invited. Finally, in the last chapter we
again see the real character of the old shaykh, who at
the end of the story closes the shutters of his house,
while the young doctor leaves for an uncertain desti-
nation.

Although the work is mentioned by Arabic and
European scholars alike, it did not attract the atten-
tion it deserved. First, it would seem that it contains
some autobiographical items. Of the two protagonists,
the 70-year-old medical shaykh apparently is meant to
represent the old school of medical thinking, while
the young physician might be identified with the new
approach to medicine and represents Ibn Butlan him-
self. Secondly, the book, among other things, is meant
to denounce medical quacks and charlatans who, ac-
cording to the author, were extremely active in the
eleventh century.2

To the best of my knowledge we possess no com-
plete copy of the full text, and it was not until 1984
that Professor Klein-Franke, by using three manu-
scripts, managed to translate the full text into Ger-
man.3 For illustrations he reproduced five out of the
twelve miniatures from the Jerusalem copy without,
however, referring.to them. He only mentions that the
Aya Sofya manuscript has no illustrations.

The purpose of the present essay is fourfold: first,
it reproduces for the first time in one place all the
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Fig. 1. An apothecary's shop and two protagonists.
Da'wat al-atibba'. CourtesyJerusalem, L. A. Mayer
Memorial, p. 4v.

illustrations of theJerusalem copy. Fig. 1 (p. 4v) shows
the two protagonists sitting next to the pharmacist's
shop in Mayyafariqin; on fig. 2 (p. 10v) the shaykh
and the young doctor sit in a house; fig. 3 (p. 14)
depicts the shaykh, the young doctor, and a servant;
fig. 4 (p. 17) again depicts the two protagonists. On
figs. 5-6 (p. 20v and 24v) the shaykh is banqueting.
On fig. 7 (p. 34) is an enthroned personage and one
of the physicians; fig. 8 (p. 36v) shows a discussion
between the shaykh and the young doctor. Fig. 9 (p.
41) depicts another discussion between the two pro-
tagonists. Fig. 10 (p. 44v) is a scene of music making
and wine drinking; fig. 11 (p. 50v) shows the shaykh
sleeping while his guests enjoy the rest of his food;
and, finally, fig. 12 (p. 52) depicts the shaykh look-
ing out of a window at the departing young doctor. It
should be noted that an additional miniature, appar-
ently meant to serve as a frontispiece, was inserted when
the manuscript was bound or re-bound (fig. 13). It is
scribbled all over, and is attributed by an inscription
to a certain 'Abd al-Qashubi al-Musawwir, an artist not
known to me. In any case it differs stylistically from
all the other paintings-the figures are haloed, and
the composition diverges considerably from the

Fig. 2. The two protagonists sitting in a house.
Da'wat al-atibba'. CourtesyJerusalem, L. A. Mayer
Memorial, p. 10v.

Fig. 3. The doctor, the shaykh, and a servant. Da'wat
al-atibba'. CourtesyJerusalem, L. A. Mayer Memorial,
p. 14.
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Fig. 4. The two protagonists in discussion. Da'wat al-

atibbd'. Courtesy Jerusalem, L. A. Mayer Memorial,

p. 17.
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Fig. 5. The shaykh and his guests banqueting. Da'wat

al-atibbi'. Courtesy Jerusalem, L. A. Mayer Memorial,

p. 20v.
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lFi. 7. Enthroned person and physician. D'-wait acl-

anlibbai'. Coulrtesyjerusalern, L. A. Mayer Memorial,

p. 3,4.

Fi. 6i. Another anquet scene. Da'zva ca-ribbi'. Cour-

tesy Jeusalem, L. A. Mayer Memorial, p. 24v.
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Fig. 8. The two protagonists in discussion. Da'wat al-

atibba'. Courtesy Jerusalem, L. A. Mayer Memorial,

p. 3 6v.

Fig. 10. The shaykh raising a glass, his servant play-

ing the %ud and guests. Da'wal al-atibba'. Courtesy
Jerusalem, L. A. Mayer Memorial, p. 44v.

Fig. 9. The two protagonists in discussion. Da'wat al-

atibba'. Courtesy Jerusalem, L. A. Mayer Memorial,

p. 41.

Fig. 11. The sleeping shaykh and his guests. Da'wal

al-atibba'. CourtesyJerusalem, L. A. Mayer Memo-

rial, p. 50v.
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Fig. 12. The shaykh looking out of a window. Da'wat
a, atibba'. CourtesyJerusalem, L. A. Mayer Memorial,
p. 52.

Fig. 13. Frontispiece. Da'wat al-atibba'. CourtesyJerusa-
lem, L. A. Mayer Memorial.

others-so it has been omitted from the discussion.
Another illustrated copy of the Da'wat al-atibba' is

an early Mamluk version in the Bibliotheca Ambrosiana
(no. A 125) in Milan. In contrast to the Jerusalem copy,
this one is dated 672 (1273) and signed by one Mu-
hammad b. Qaysar al-Iskandari, who presumably was
both the calligrapher and the painter. 4 By comparing
the Jerusalem illustrations to the Mamluk copy as well
as to other, later (primarily fourteenth-century) Mam-
luk Maqamdt manuscripts-which, as we shall see, often
illustrate the same topic-we can point to some pos-
sible sources of the Jerusalem miniatures and a teri-
tative date and place of execution.

The illustrations in the Jerusalem manuscript are
less well preserved than those in the early Mamluk copy
in Milan and most have been slightly retouched, but
on the whole they are in good condition. The main
protagonists, the old shaykh physician and the young
doctor, appear in all but one picture and are easily
identifiable. Most of the scenes correspond directly
to incidents in the text and therefore are real illus-
trations. With the exception of page 10v (fig. 2), they
are not framed and have no background. Set into the
empty spaces reserved by the calligrapher, they occupy
at least two-thirds of the page. As a result, above and
below the illustrations no more than a few lines are
left for the text. All paintings terminate in a nearly
identical grass band, which in three cases is enriched
by tiny plants. The human images are all stylistically
of the same type. It is likely that the calligrapher and
the painter were one and the same person.

Like the story, the miniatures can be divided into
three groups. In the first one only the two protago-
nists, the shaykh and the young doctor, appear. On
page 10v (fig. 2), for example, they sit, or rather kneel,
opposite each other, while the shaykh explains the kind
of food that is being presented to them. The shaykh,
to the right, has a white beard, a turban, and a long
light-blue gown. With his long finger he points to the
food that lies on a tripod between the two men. His
guest, the young doctor, has a brown beard. He, too,
wears a turban, has a black and red gown on, and holds
a broad-leafed plant, presumably representing the
chicory mentioned in the text, and a round bread or
pita, in either hand.5 On page 17 (fig. 4), where the
two appear again, they are discussing something. The
shaykh, again to the right, sits relaxed on the ground,
supporting himself on a stool covered with a cushion.
The gesture of his left raised hand suggests that he is
explaining a point to the young doctor, who sits op-
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posite him. The same topic is illustrated on pages 36v
and 41, and differs only in that the discussants are
standing instead of sitting (figs. 8-9).6 To judge by
the gesture of the shaykh, it depicts a later phase in
which he is insisting to the young doctor that he dis-
agrees with his interpretation. Only in one case (fig.
3) did the artist add a third person: he stands behind
the doctor and turns towards the shaykh as if he were
asking for permission to leave.

In the second group we again see the shaykh fac-
ing four of his friends, one of whom-possibly a ghudm
or servant-either holds or plays an 'd. Again figs. 5
and 6 are very much alike: in both, the shaykh, hold-
ing a goblet (in his right hand in one case, his left in
the other), 7 invites his colleagues, who join him in a
drink. The servant is clean-shaven and appears to be
younger than the rest and, like two of the friends, does
not face the shaykh. The same theme recurs in fig.
10, which, however, is reversed so that the shaykh fig-
ure is to the right and, like the rest of the participants,
is standing. The miniature in the last chapter of the
book (fig. 11) differs in content as well as in compo-
sition, but belongs to the same category. 8 It depicts
the moment at which the shaykh has fallen asleep and
his guests, the young doctor, one of his friends, and
the servant have decided to eat the remaining food
and drink the rest of the wine. We see the sleeping
shaykh in front of the picture to the right. He rests
his head on a cushion, while his guests enjoy the meal
and the music. Food and drink are shown twice-once
near the ground and again, including a roasted lamb,
in mid-air between the banqueting men.

In the third group the protagonists, instead of sit-
ting or standing, as it were, in a natural environment,
are placed in or next to an architectural device. On
page 4v (fig. 1) they sit on a wall next to a pharmacy
provided with a cellar for storing additional drugs. Both
its interior and exterior are shown with the roof and
the systematically drawn walls. Basically the same idea
of showing the inside and outside of a building at the
same time is found on page 10v (fig. 2), depicting the
shaykh and the doctor inside a house, indicated by a
rectangular frame with two pointed trefoil arches in
the spandrels, each supported by a straight column.
The last painting again depicts a systematically drawn
house (fig. 12).9 It is painted in shades of blue and
pale violet, has a slightly open door at the ground floor,
an open window, with its lower part protected by a
screen of metal bars, and a pair of open shutters
painted in ochre. It actually seems to represent a type

of private dwelling, but I know of no parallels to it. It
does not appear in any of the Maqamat or other manu-
scripts of the thirteenth or fourteenth century.'0 The
shaykh peers through a window to discover the young
doctor outside in the street.

As mentioned above, all the miniatures are stylisti-
cally alike and belong to the same school of painting.
The men are clad in long garments that fall down in
wide folds almost to the ankles and reveal the white
pantaloons apparently worn by men and women alike
(fig. 10)." Robes and pantaloons are voluminous, and
the folds are indicated by long loops that are shaded
at the bottom. The robe of the young doctor, on the
other hand, has no folds; it falls straight down to the
ankles and is made of black cloth decorated with red
flowering scrolls.' 2 In two instances only does the gown
show a geometric pattern. On their heads the men
wear more or less identical turbans, which have been
retouched with black lines to show the winding of the
cloth; some are fastened with a metal clasp, so that
the end hangs down the back. Where the hair is vis-
ible it terminates in black pigtails, which also hang
down the back. The faces are slightly Mongol, and the
men either wear slippers or are barefoot.

The miniatures thus briefly described pose a num-
ber of questions. One is their sources. Another is their
relation to other manuscripts from the Jazira, Syria,
Egypt, and Asia Minor, executed between the late
twelfth and the early fourteenth century. Still another
is their affinity to the early Mamluk, presumably Egyp-
tian, Da'wat al-atibba' in Milan, whose miniatures are
much better preserved and were published many years
ago,'1 and to other, later Mamluk painting.

In its depictions of architecture, most of its features
ultimately go back to antique and Byzantine prototypes
which, no longer correctly understood, have been
adapted to contemporary taste. Take, for instance, the
illustration to the meeting of the shaykh with the young
doctor at the pharmacy in Mayyafariqin (fig. 1). The
roof of the store is composed of three triangles,<of
which the central one is topped by a dark colored
ornament. The central triangle seems to be the reduced
pediment of a Greek temple, while the three acroteria
have become the side triangles and the ornament on
the altered pediment. These features were adopted
in early Christian art as well. They appear, just to cite
one example, in many painted or sculpted represen-
tations of the tomb of Lazarus. 4 Obviously certain parts
of the tomb, such as the columns and the capitals, were
either no longer understood or regarded as unneces-
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sary for a shop, as were the steps that led up to the
tomb.

Pharmacies, various other shops, and other archi-
tectural devices to represent houses (fig. 1) occur again
in Arab, probably Syrian and Egyptian, manuscripts
from the early thirteenth down to the fourteenth cen-
tury. For example, in the forty-seventh maqdmah of al-
Hariri's Maqamat in the Bibliotheque Nationale, Paris
(ms. arabe 6094, fol. 174, attributed to Syria, 1220-
23), the barber's shop, though more sophisticated than
the shop in the Paris copy, goes back to the same tra-
dition.1 5 Or take the early-thirteenth-century copy of
Ibn Bakhtishu's KalZla wa Dimna, which is probably
contemporary with the Paris Maqamat.16 The illustra-
tion depicts a shop or dukkn, the salesman and the
thief. The roof of the shop, represented by a rectan-
gular frame topped with a central triangle flanked by
two "balls" or small domes, is again an adaptation of
the pediment and acroteria in late-antique and Byz-
antine tradition. In addition, the four bundles of
merchandise inside the shop are stored under a
polylobed arch that occurs in many thirteenth-century
manuscripts. 17 In the same Kalzla wa Dimna manuscript,
the house of ajudge and the house of a king (fols. 55
and 134v) adhere to the same convention.

Aside from the Da'wat al-atibba' manuscript in Milan,
which shows the two protagonists inside the shop,
painted in the form of a frame with identical bottles
on three of its sides, for which no parallels are known
to me (fig. 9),18 fourteenth-century Mamluk paintings
continue the thirteenth-century style. In the British
Library Maqdmat (Or. Add. 22114, attributed to Syria,
early fourteenth century), for example, the roof of the
shop again shows the "pediment" in the form of a small
dome and the two acroteria in the form of small tri-
angles. 19 The Vienna Maqamat (Nationalbibliothek,
A. F. 9, fol. 98r, dated 1334), again shows the shaded
bricks of the wall in the Jerusalem manuscript (fig.
1) and the two protagonists, the young doctor sitting
on the wall and the shaykh kneeling behind him.2 0

Needless to say, the diagonal half of the stones or bricks
of the wall which are painted in a darker shade are
again based on, and continue, Christian and Byzan-
tine practice. Similarly the elimination of the wall in
order to show the interior of a building is also an old
device, used not only in antiquity but prefigured even
in ancient Egyptian and Assyrian art.

All the illustrations of theJerusalem Da'wat al-atibba'
manuscript are bordered at the bottom by a band of
grass, represented by either identical green loops or

similar bands intersected with tiny blossoms or small
plants. All the figures stand or sit on a ground line,
but various objects-fruit bowls and the like-fly about
in mid-air, a characteristic that conforms with many
late-twelfth- to early-fourteenth-century paintings,2 1

although some of them have no ground line at all and
the figures as well as the objects appear to float in empty
space.2 2

Using grass bands as abbreviated landscape was, of
course, not a convention invented by Muslim artists;
it appears in different ways in Western as well as in
Eastern art. In fact, most of the figures in the Roman
mosaics in Tunisia (second to fourth century A.D.),

to cite only one example, are set against a ground line
of small stylized grass or plants meant to represent
landscape.2 3 In the largest of the nine Byzantine sil-
ver plates discovered in Karavas, northern Cyprus, the
ground line of the central register, showing the fight
between David and Goliath, uses small floral designs
to give the illusion of grass.24 In Sasanian art, too,
landscape is indicated by a stylized pattern below the
respective figure. A band of triangles engraved with
small plants, for example, supports a female dancer
on a silver plate in the Cleveland Museum of Art.2 5

Similarly a pair of winged horses walk, so to speak,
over a series of "hills" with an incised flower in each.2 6

These triangular hills on Sasanian silver vessels are
purely conventions for representing landscape, and
generally are not intended to be ground lines.2 7

In contrast to Arabic translations of other Greek
scientific texts, like the De Materia Medica and the Book
of Antidotes,28 the Jerusalem Da'wat al-atibba' draws its
inspiration primarily from illustrations to thirteenth-
century literary texts. Thus the eating and drinking
scenes, like the pictures of merrymaking (figs. 5, 6,
10), have parallels in the diverse illustrations of the
Maqamat. The models for these scenes are not yet
known, but to the best of my knowledge they are not
to be found in either late-antique or Byzantine manu-
scripts or in Sasanian works of art. They appear to
reflect some aspects of thirteenth-century everyday life
in the Arab world and are an "innovation," for which
no antecedents are known. It is therefore not surpris-
ing that feasting and banqueting occur not only in the
illustrations for thirteenth- and fourteenth-century
Maqdmat, but also in the early Mamluk copy of the
Da'wat al-atibba' in. Milan. Abu Zayd and his compan-
ion enjoying food and drink are depicted, for example,
in the London Maqamat attributed to the mid to sec-
ond half of the thirteenth century.2 9 In the twelfth
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Fig. 14. Banquet scene. Da'wat al-atibba'. Courtesy Milan,
Bibliotheca Ambrosiana, fol. 29v.

maqdmah, fol. 34v of the Paris Maqamdt (ms. arabe 3929,
variously dated between the late twelfth and early to
mid thirteenth century), Abu Zayd, sitting crosslegged
on a cushion and raising a wine goblet in his right
hand, is feasting together with his ghuldm playing the
'd, other musicians, and another person raising his
glass. His companions are dispersed over the space
opposite him, and bowls of fruit and bottles are spread
over the lower part of the picture.3 0 The composition
differs from theJerusalem presentation of the theme;
but the composition for the twenty-eighth maqamah
of the London manuscript (ms. Or. 1200), comes much
closer. Among the Mamluk manuscripts, the Da'wat
al-atibba' in Milan, the fourteenth-century Maqdmdt in
the British Library (Add. 7293), and the Vienna copy
(A. F. 9) may again be referred to. In the Milan manu-
script the subject is depicted twice, once on fol. 15
and again on fol. 29v (fig. 14). In the Vienna copy it
is illustrated on fol. 42v, where the artist similarly
adheres to a horizontal composition.3 1

Fig. 15. The awakening shaykh and his feasting guests.
Da'wat al-atibba'. Courtesy Milan, Bibliotheca Ambro-
siana, fol. 35v.

On page 50v (fig. 11) where the young doctor, a
guest, and the ghulam have taken up feasting while the
shaykh has fallen asleep, there is only one item that
has to be mentioned here, and that is the oval cush-
ion that supports the head of the sleeping shaykh. It
would seem that this curious feature appears in manu-
scripts from the first half of the thirteenth century,
and continues only in Mamluk illustrations that de-
pended on them. To the best of my knowledge the
earliest miniature showing this detail occurs in a
manuscript of the De Materia Medica of Dioscorides,
painted in 1224. According to the colophon, it was
copied, and perhaps also illustrated, by 'Abd Allah b.
al-Fadl, and almost certainly in Iraq. Of the seven il-
lustrated folios in the possession of the Freer Gallery
of Art, Washington, D.C., two depict such cushions:
one is on no. 47.5r, where Erasistratos talks with one
of his companions. On the other, no. 32.20v, a physi-
cian instructs one of his attendants to prepare a cata-
plasm.32 Similar oblong cushions also turn up in the
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Paris Maqdmat (Bibliothaque Nationale, ms. arabe
5847). Painted by al-Mawsili and dated 634 (1237), it
shows the oval cushion at least twice, once in the fourth,
the other in the eighth maqamah. In the first, three
of the sleeping travelers in the caravan lean on oval
cushions; in the second, one supports the back of the
judge.3 3 To refer to just one more pre-Mamluk ex-
ample, in the London Na't al-hayawan ("Description
of Animals," ms. Or. 2784, fol. 96), the head of Aristotle
again rests on the upper point of a vertically standing
oval cushion.3 4 Among the Mamluk manuscripts that
continue this tradition are the Kaltla wa Dimna of 733
(1333), which was at one time in the Sir Bernard
Eckstein Collection; a copy of it is in Paris and another
copy, transcribed in 755 (1354), is now in the Bodleian
Library in Oxford.3 5

The earliest known Mamluk manuscript of the
Da'wat al-atibba' in Milan, where the awakening shaykh
interrupts his feasting guests (fig. 15), has no cush-
ion.3 6 The painting is a reverse rendering of theJerusa-
lem copy and shows the next moment in the story. It
is relatively lively; the eyes of the astonished dark-
skinned ghulam and the shaykh meet, and the ribs of
the half-eaten lamb are clearly visible. As in other
Mamluk paintings, the house is indicated by arches
in the spandrels of the frame. Two trays, one carry-
ing fruit and the other a wine bottle and two glasses,
fly around in mid-air. The feasting of the shaykh and
the young physician, both enjoying the meal of roasted
lamb that lies between them, is also included in the
Milan manuscript3 7 and other, later Mamluk copies
of the Maqdmat (among many examples, the Vienna,
ms. A. F. 9, fol. 6v, dated 734 [1334]). 38

In his discussion of the differences in subject mat-
ter and style between pre-Mamluk and early Mamluk
book illustrations, Richard Ettinghausen rightly points
to the lack of a real break, observable particularly in
illustrations for belles-lettres.3 9 He uses the illustration
of the shaykh who, upon awakening, sees his guests
eating his meal, to explain some of the characteris-
tics of the new style (fig. 15), including the schematic
frame and the arches which indicate the interior of a
house. He also draws attention to the intended clar-
ity of the picture, in which the persons are either
completely separated or overlap only slightly. In gen-
eral, the artists concentrated on a few figures and
omitted details. Third, he notes the frequent use of a
central axis that, although not usually clearly indicated,
divides the picture into halves. His fourth point con-
cerns the treatment of the garments, specifically the

drapery, which in Mamluk paintings consists not only
of large ovoid shapes terminating at the bottom in
darker shades, but in tiny ripples which generally
appear at the hem of the dresses. In contrast to Syr-
ian and Mesopotamian paintings of the earlier part
of the century, they have lost their quasi-natural ap-
pearance and have become stylized, a pattern used also
for textiles. A comparison between theJerusalem manu-
script of the Da'wat al-atibbd' and the early Mamluk
copy in Milan reinforces Ettinghausen's notion that
"the spirit of the Maqdamt could survive into these early
decades." For example, the schematic frame with the
two arches in the spandrels to indicate the interior of
a house occurs not only in the Jerusalem Da'wat al-
atibba' (fig. 2), but also in many of the earlier
Mesopotamian and Syrian Maqamat. As in the Jerusa-
lem copy and the Na't al-hayawdn in the British Library
(ms. Or. 2784, fol. 103v),40 the figures are either iso-
lated or overlap only slightly,4" and the artists concen-
trated on a few figures only. Ettinghausen had already
noted earlier that the drapery in both manuscripts was
often combined with geometric designs or arabesques,
as were the objects floating in mid-air (for instance,
in figs. 5 and 11 of the Jerusalem copy). The double
or single outline used for the base of the painting was
prefigured in early-thirteenth-century manuscripts at-
tributable to Syria.

As to the question of when and where our copy was
executed, the answer remains unclear. The original
manuscript was dedicated to the Marwanid ruler of
Mayyafariqin, Ahmad b. Marwan. Rachel Ward argues,
however, that because it has features in common with
the Paris Maqdmt (Bibliotheque Nationale, ms. arabe
3929), al-Jazari's Automata in the Topkapi Palace Li-
brary (Ahmet III 3472), and the Jerusalem Da'wat al-
atibba', the last should also be attributed to the Artuqid
school and dated to the beginning of the thirteenth
century. But was there a school of painting at the
Artuqid court which, according to her, was closely
related to Mesopotamian and Syrian paintings of the
first half of the thirteenth century? 4 2 So far only thir-
teenth-century metalwork attests to the existence of
such a school.4 3 Moreover, the style as well as the date
of the Paris Maqdmat remain questionable. Unlike the
Jerusalem manuscript, most of its Maqdmat miniatures
are unframed and have no base line; in addition, many
of the figures are haloed. Ward's dating of the Automata
to 602 (1206) may be correct, but the fact that the-
drinking shaykhs with their turbans and gowns on p.
22044 resemble the style found in theJerusalem Da'wat
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al-atibb' does not imply that both manuscripts should
be given the same date. In view of my stylistic analysis
and the insufficient evidence that an Artuqid school
of painting existed, I am therefore inclined to attribute
it to Syria, and to date it closer to the first Mamluk
copy of 1273-that is, to about the second quarter of
the thirteenth century.

To conclude, it would seem that Ibn Butlan's manu-
script in the L. A. Mayer Memorial demonstrates (as
do the Kitab al-diryaq in Paris and Vienna, the transla-
tion into Arabic of the De Materia medica in Istanbul,
and a few other manuscripts) a growing interest in sci-
entific books, particularly those connected with medi-
cine and related subjects. This is epitomized by the
ninth- to tenth-century translations of books of late
classical origin, which were also illustrated. Whereas
some painters still relied on more or less traditional
models, those of most of the Mesopotamian and Syr-
ian copies adopted a new style, which at its best can
be seen in the Maqamt of al-Wasiti, now in the
Bibliotheque Nationale in Paris. The paintings in Ibn
Butlan's copy suggest, therefore, that in the early thir-
teenth century their artist, like those of the Kitfib al-
di7yaq and the De Materia medica, was interested in
spreading the knowledge of late antique authorities
among the Muslim population. This may equally well
apply to the early-Mamluk version in Milan whose il-
lustrations are more simplified. Both manuscripts
convey, as has recently been observed by Oya Pan-
caroglu, "the relevance of the pursuit of knowledge," 45

epitomized in the Jerusalem copy of Ibn Butlan's trea-
tise of "The Banquet of Physicians."

Jerusalem, Israel
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La Mosaique en Tunisie (Paris: Editions CNRS, 1994), pp. 104
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of the Sacra Parallela of John of Damascus, Paris, BN, cod.
Gr. 923, fol. 259r, depicting in the margin the naked
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Illumination, ed. H. L. Kessler (Chicago and London, 1971),
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[58] and [60].

33. For the caravan asleep, see Eva Baer, "The Human Figure
in Early Islamic Art," Muqarnas 16 (1999): 37, fig. 9. For the
second, see Grabar, "The Illustrated Maqamat of the Thir-
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ton, D.C., 1981), figs. 13, 40, 51, and 55. The colophon
mentions neither the place where it was copied nor the name
of the patron; Ettinghausen attributes it to Syria.

36. For publication, see above n. 4, pl. VI. For another good
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