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ished, some with an enormous amount of detail (cat. 
nos. I, IV, and XXVII), as well as elements in others, 
such as the decoration of the carpets, were often never 
begun (cat. nos. VII, XII, and XXII). In one minia-
ture (cat. no. XXIV), the border of the carpet was left 
incomplete. One might speculate that the manuscript 
was left unfinished because the painters were suddenly 
ordered to abandon it, perhaps in order to start work-
ing on something else or to move elsewhere. Such an 
assumption is supported by the absence of rulings in 
one miniature (cat. no. VII), something that does not 
require special skills or a significant amount of time. 

With a single possible exception, Western prints, 
which were avidly collected by Akbar long before the 
arrival of the third Jesuit mission,3 were not used as 
models for the compositions.4 This is perhaps sur-
prising, since, in light of the constant demands made 
by Akbar and Salim/Jahangir, Father Jerome regu-
larly requested religious prints from his counterparts 
in both Goa and Rome5 and became a major provider 
of such images.6 One of the letters7 by Father Jerome 
mentioned above indicates that Salim, who commis-
sioned an illustrated copy of the Mirʾāt al-quds, was 
not completely satisfied with the illustrations based on 
 Nadal’s  Imagines, and ordered others. This implies that 
he might have preferred local versions, which were bet-
ter suited to Mughal sensibilities.

The only composition that might reflect influence 
from a Western print is Jesus Being Awakened during 
a Tempest on the Sea of Galilee (cat. no. XIX), which 
shares a number of similarities with an almost contem-
porary work on the same subject (fig. 3.1) from Jerome 
Nadal’s illustrated Gospel Stories, a copy of which is 
known to have reached the Mughal court before 1603.8 
The artists involved in the illustration of the Cleveland 

3.1. THE MINIATURES OF THE CLEVELAND 
MIRʾĀT AL‑QUDS

As with most Mughal illustrated manuscripts, the min-
iatures in the Cleveland Mirʾāt al-quds were painted 
by an unknown number of artists with different back-
grounds, skills, experience, and types of creativity. A 
brief examination of the various ways Christ’s face is 
depicted in these images is enough to substantiate this 
view. Some follow idealized contemporary models of 
Western origin (cat. nos. XIII, XIX, and XXIV), while 
others are less sophisticated in aesthetic terms (cat. 
nos. XIV, XX, XXI, XXV, and XXVI). Regrettably, 
only one miniature (cat. no. XIII) is signed by an artist, 
Muhammad Sharif. The absence of signatures and notes 
ascribing other paintings to their authors makes their 
identification difficult, but through a comparison with 
other works it is possible to attribute three miniatures 
with some confidence to Salim Quli (cat. nos. V, XV, 
and XIX). Other possible identifications have been 
omitted because they are highly tentative. Differences 
of style and quality within a single miniature indicate 
that sometimes various artists were involved in the 
making of one painting. That is the case with Mary and 
Joseph Travel to Bethlehem (cat. no. V), attributed here 
to Salim Quli. With its strong shading, the face of Mary 
does not seem to be by this painter but by the author of 
The Birth of Mary (cat. no. I). It is also clear that some 
miniatures have been partially repainted.1 The figures of 
Mary and Jesus in The Marriage at Cana (cat. no. XIV), 
for example, when compared with the other figures sur-
rounding them, seem to be floating above the platform, 
and are stylistically different and of inferior quality.2 

It is also clear that the illustration work was never 
completed. Although most of the miniatures were fin-
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closely related to the figure of a sick man being cured 
by Jesus in Jesus Cures Ten Lepers, a print also found 
in Nadal’s book (fig. 3.5).9 Copying certain elements 
of a work in a more or less faithful way into new and 
different contexts was particularly popular in the late 
Akbar and early Jahangir periods. In this same min-
iature, the figures of the Madonna and Child (fig. 3.6) 
ultimately derive from a celebrated painting in Rome, 
the Salus Populi Romani, particularly treasured by the 

Mirʾāt al-quds were nevertheless inspired by other 
prints, or to be more precise, selected parts of them. 
Some of the angels in cat. no. XIII, Angels Bring Food to 
Jesus in the Wilderness, are similar to the ones in Nad-
al’s Nativity (cf. figs. 3.2 and 3.3). In both works, the 
central angel is also portrayed in a similar frontal view.

The figure of Simeon kneeling and with his arms 
crossed over his chest (fig. 3.4) in Simeon Kneels in front 
of Mary and Jesus after Recognizing Them (cat. no. X) is 

Fig. 3.1. Jesus Being Awakened during a Tempest on the Sea of Galilee (print). Entitled Sedat porcellam maris IESVS in Jerome 
Nadal, S.J., Evangelicae Historiae Imagines (Antwerp, 1593), pl. 29; Adnotationes et Meditationes in Evangelia (Antwerp, 
1594), pl. 14. Houghton Library, Harvard University. (Photo: courtesy of Harvard College Library)
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copies of the Roman painting were produced in vari-
ous countries, including Portugal, as shown by an oil on 
wood of the late sixteenth century now in the collections 
of the Church of São Roque, the first Jesuit church in 
Lisbon (fig. 3.7).11 The image was also used to encourage 

Jesuits and often copied at the Mughal kitābkhāna.10 
This alleged Protectress of the Roman People is an early 
icon, believed to be miraculous. It is one of the so-called 
Saint Luke paintings, since, according to tradition, the 
evangelist himself painted it. A considerable number of 

Fig. 3.2. Detail of Angels Bring Food to Christ in the Wilder-
ness. From the Mirʾāt al-quds, cat. no. XIII. Mughal school, 
1602–4. Cleveland Museum of Art, John L. Severance Fund, 
2005.145.15. (Photo: courtesy of the Cleveland Museum of 
Art)

Fig. 3.3. Detail of the print Nativity. Entitled Nativitas Christi 
in Jerome Nadal, S.J., Evangelicae Historiae Imagines, pl. 3; 
Adnotationes et Meditationes in Evangelia, pl. 5. Houghton 
Library, Harvard University. (Photo: courtesy of Harvard 
College Library)

Fig. 3.4. Detail of Simeon Kneels in front of Mary and Jesus 
after Recognizing Them. From the Mirʾāt al-quds, cat. no. X. 
Mughal school, 1602–4. Cleveland Museum of Art, John L. 
Severance Fund, 2005.145.8. (Photo: courtesy of the Cleve-
land Museum of Art)  

Fig. 3.5. Detail of the print Jesus Cures Ten Lepers. Entitled 
Curat IESVS decem leprosos in Jerome Nadal, S.J., Evangeli-
cae Historiae Imagines, pl. 81; Adnotationes et Meditationes 
in Evangelia, pl. 138. Houghton Library, Harvard University. 
(Photo: courtesy of Harvard College Library)
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Besides prints and paintings (and possibly Mughal 
works inspired by these), some artists apparently used 
a rather unusual source of inspiration: three-dimen-
sional models in ivory. The depiction of Christ’s face 
in cat. nos. XIII, XIX, XXIV, and possibly XXVII, may 
support this idea, which was first suggested by J. M. 
Rogers.17 Various elements of Christ’s facial features in, 
for example, cat. no. XXIV (fig. 3.8), including type of 
beard, profile, and general aesthetic qualities, are closely 
related to those found in ivory figures such as a cruci-
fied Christ (fig. 3.9) in the Museu de São Roque.18 Such 
religious works would have come not only from Goa, 
where an extremely active ivory-carving industry was 
based, but also from other regions where the Portu-
guese had established themselves.19 That some Christian 
ivories reached the Mughal court is unquestionable. In 
describing the events of 1607, Guerreiro states that to 
commemorate the Passion that year, a procession was 
organized, “headed by a crucifix,”20 a figure of Christ 
made almost certainly of ivory and carved in Goa or 
present-day Sri Lanka. However, Christian images, pre-
sumably of the highest quality, were also carved at the 
court. Around 1595, Prince Salim commissioned “his 
own craftsmen” to make a copy in ivory of a crucifix that 
he had seen at the chapel of the Jesuits in Lahore when 
visiting there with his father.21 That Christian images in 

devotion to the Virgin in the many overseas territories 
where the Jesuits had established themselves, includ-
ing India.12 Documentary sources confirm that a Euro-
pean copy of the painting reached the Mughal court in 
1580, when the first Jesuit mission arrived at Fatehpur 
Sikri.13 The painting was then offered to Akbar at the 
same time as the so-called Polyglot Bible, inspiring var-
ious reproductions, more or less faithful, at the Mughal 
court.14 Jahangir also admired this version of the Virgin 
and Child, as revealed by a missive written by Father 
Jerome in the early years of his reign. In 1608, the Jesuit 
stated that after seeing a painting of the Salus Populi 
Romani in the local Jesuit chapel, Jahangir ordered his 
artists to reproduce it “ao natural” on the wall near 
“the varanda where he shows himself to the people.” 
Interestingly, the new representation of the Virgin 
was painted over another portrait of the Virgin that 
the Jesuit classified in the same document as “very well  
done.”15 

The two Roman soldiers scourging Christ in The 
Flagellation (cat. no. XXVII), together with the canopy 
in The Annunciation (cat. no. IV), are also almost cer-
tainly based on Western prints.16 Although their mod-
els have yet to be identified, they are far too complex 
and intrinsically Western in taste to be the product of 
a local artist. 

Fig. 3.6. Detail of Simeon Kneels in front of Mary and Jesus 
after Recognizing Them. From the Mirʾāt al-quds, cat. no. X. 
Mughal school, 1602–4. Cleveland Museum of Art, John L. 
Severance Fund, 2005.145.8. (Photo: courtesy of the Cleve-
land Museum of Art)

Fig. 3.7. Salus Populi Romani, copy of the original in the 
Borghese Chapel, Basilica of Santa Maria Maggiore, Rome. 
Oil on wood, Portuguese school, late sixteenth century. Santa 
Casa da Misericórdia de Lisboa, Museu de São Roque, inv. 
no. Pin. 32. (Photo: courtesy of the Museu de São Roque)
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ivory were carved at the court is unquestionable. Besides 
documentary references, a Virgin and Child, circa 1600, 
recently acquired by the Museu de São Roque, has an 
intrinsic Mughal character as well as artistic quality that 
confirms such production (fig. 3.10).22 

Two other miniatures, The Adoration of the Shep-
herds (cat. no. VII) and The Adoration of the Magi (cat. 
no. IX), might support the idea that artists used Chris-
tian ivory images in their works. It is obvious that they 
could easily have used a local baby as a model, but this 
does not seem to have been the case. The position of 
the legs and the anatomically correct and complete 
child’s body in cat. no. IX find parallels in a standard 
type of baby Jesus such as that of a seventeenth-cen-
tury ivory image in a private collection in Portugal.23 
In both instances, Jesus was portrayed exposed, some-
thing that is rarely seen in an Islamic context and which 
also seems to support the idea that the artists were in 
fact working with an image in ivory.24 Documentary 
sources establish that this type of work was also pro-
duced at the Mughal court: when he ordered the afore-
mentioned crucifix, Prince Salim requested as well an 
ivory copy of an “image of the little infant Jesus” that 
he had seen at the Jesuits’ chapel.25

Having argued that the painters involved in the illus-
tration of the Cleveland Mirʾāt al-quds might have on 
one occasion used a print to create a composition, I now 
turn to the sources for the other twenty-six paintings. 

Fig. 3.8. Detail of Jesus Writes on the Ground. From the 
Mirʾāt al-quds, cat. no. XXIV. Mughal school, 1602–4. Cleve-
land Museum of Art, John L. Severance Fund, 2005.145.20. 
(Photo: courtesy of the Cleveland Museum of Art) 

Fig. 3.9. Detail of Crucified Christ. Ivory, 49 x 47 x 9.5 cm, 
Goa, seventeenth century. Santa Casa da Misericórdia de Lis-
boa, Museu de São Roque, inv. no. Esc. 139. (Photo: courtesy 
of the Museu de São Roque)

Fig. 3.10. Virgin and Child. Ivory, 27.5 x 8.2 x 5.2 cm (with-
out base), Mughal India, ca. 1600. Santa Casa da Misericór-
dia de Lisboa, Museu de São Roque, inv. no. Esc. 215. (Photo: 
courtesy of the Museu de São Roque)
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work. It is understandable that a baptism meant little 
to a Mughal painter, which helps to explain why he 
chose to illustrate the miracle of Jesus being identified 
by the dove/Holy Spirit instead of the act of the baptism 
itself. Jesus is portrayed with a dove on his head, while 
John, dressed as a Jesuit, is depicted as a teacher.27 The 
painter opted for archetypal solutions, which included a 
standard inner court with a raised platform from which 
the main figure addresses an audience of kneeling and 
standing men. Again, Father Jerome’s text inspired the 
composition. Information on standard iconographic 
aspects, such as John standing by the river Jordan when 
Jesus approached him, or the latter being baptized in 
the river, are mentioned long before the description of 
the moment selected to be illustrated, and were there-
fore not taken into account.28 Other miniatures confirm 
that Father Jerome’s text was indeed the main source 
of their inspiration. This explains why in Mary Ascends 
the Stairs to the Temple (cat. no. II), she is seen climb-
ing up a steep staircase of what appears to be about 
fifteen steps,29 and why in Jesus Being Awakened during 
a Tempest on the Sea of Galilee (cat. no. XIX), a disciple 
is portrayed trying to rouse Jesus.30 In both paintings, 
Father Jerome’s words provided the key elements of 
the final result.

As one would expect in early seventeenth-century 
miniatures, the painters involved in the illustration of 
the Cleveland manuscript also made use of a series of 
conventions inspired by Western models. The depiction 
of heavily draped curtains in ten miniatures (cat. nos. 
I, VII, X, XI, XII, XIV, XX, XXII, XXIV, and XXV), the 
landscape with buildings at a distance in three works 
(cat. nos. VIII, XV, and XVI), and the tentative exploi-
tation of the principles of perspective (especially in cat. 
no. IV) reflect the influence of European artistic con-
ventions. The architectonic settings of at least three min-
iatures (cat. nos. VI, VII, and XXII) are nevertheless of 
note, as they reveal an absorption of Western ideas far 
greater than that seen in most architectonic pastiches 
found in this and other manuscripts, or in individual 
paintings from Akbar’s period. The perfect semicircu-
lar arches supported by elegantly proportioned col-
umns seen in cat. nos. VI and XXII are the product of 
Renaissance ideals, while the pillars with Ionic capi-
tals in cat. no. VII are exceptional, if not unique, in a 
Mughal context. 

Painters employed some well-established conventions 
in their work. The raised platforms on which Moses (cat. 
no. XV) and Elijah (cat. no. XVIII) are seated derive 
from Iranian models widely adopted at the Mughal 
kitābkhāna. Scenes in enclosed courtyards (cat. nos. 
VI, XII, XVII, and XX) were also extremely popular at 
the Mughal court. However, many of the details found 
in the miniatures derive directly from Father Jerome’s 
words. The text is the basis for the compositions, includ-
ing those that might be classified as being within the 
boundaries of the standard Western iconography (cat. 
nos. I, II, IV, V, VII, VIII, IX, XIII, XIV, XV, XVI, 
XVIII, XIX, XXI, XXII, XXIII, XXVI, and XXVII). The 
text also provided the elements used to illustrate events 
that were only rarely depicted by Western artists in the 
late Renaissance (cat. nos. III, X, XVII, XX, and XXIV).

Far more curious, however, are the subjects of four 
particular miniatures. While Jesus Being Portrayed by 
King Abgar’s Painter (cat. no. XXV) is atypical simply 
because the event is in and of itself little known in the 
West, three other miniatures (cat. nos. VI, XI, and XII) 
are peculiar for a different reason. They do not illus-
trate the most relevant moment of a specific event but 
instead focus on unusual details while ignoring others. 
In The Place of Jesus’s Birth (cat. no. VI), Mary is por-
trayed cleaning the stable, while in The Preaching of 
John the Baptist (cat. no. XI), the subject is portrayed 
not on the banks of the Jordan but sitting comfortably 
in an elegant setting. This suggests that whoever selected 
the passages to be illustrated enjoyed a great deal of 
freedom. Another example is cat. no. XII, entitled John 
the Baptist Recognizes Jesus While Teaching: instead of 
depicting the event that any Christian would likely con-
sider the most important, i.e., when John pours water 
on Jesus’s head and thus baptizes him, the painter illus-
trated the moment preceding it, in accordance with a 
specific passage of Father Jerome’s text: 

One day he was teaching, and there were many people 
around him. Suddenly our Lord Christ came. John did 
not recognize him because he had never seen him, since 
he had grown up in the desert; however, he had an inspi-
ration from God that a dove would come and sit on his 
head. When he was near, a dove did come and sat on 
top of his head.26

It is remarkable how closely the painter followed Father 
Jerome’s words, thus generating an unprecedented 
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were often “Mughalized,” a customary practice of the 
Mughal kitābkhāna in the later period of Akbar’s reign 
and the early part of Jahangir’s.35 This “Mughaliza-
tion” is evident in the miniatures of the Mirʾāt al-quds. 
Besides books and vessels, the Westernized architec-
ture of many of the settings, for instance, is painted in 
shades of red, the colors of the stone used in Fatehpur 
Sikri and parts of the Agra Fort. 

Some miniatures also denote different types of for-
eign influence. The grotesques on the outcrops and 
rocks seen in various miniatures (cat. nos. II, XIII, and 
XVIII) reveal a strong Iranian influence not elsewhere 
perceived.36 In Mary Ascends the Stairs to the Temple 
(cat. no. II), this reaches a virtuoso level rarely seen in 
a Mughal context, with the rock formations hiding a 
series of appealing human and animal heads and faces 
(fig. 3.11).

One final remark should be made on whether this 
specific manuscript was illustrated under Jesuit super-
vision, since there seems to be a belief that this was 

Mughal paintings that exhibit a strong European 
influence often have figures of Westerners dressed in 
the Portuguese style. This is a formula used to identify 
Christians, hence a representation of “the other.” It is in 
this context that the depictions of the three Magi dressed 
in Portuguese fashion in two miniatures (cat. nos. VIII 
and IX) should be understood. They are clearly iden-
tified in the text31 as Arabs, but because they believed 
in Jesus, they fell into this same category. In three min-
iatures of the Cleveland Mirʾāt al-quds (cat. nos. XII, 
XX, and XXIV), Jesuits appear dressed in their tradi-
tional black garments, while in three others (cat. nos. X, 
XVI, and XXVII), figures are dressed in a related fash-
ion, albeit in colorful garments. It is unclear whether 
in the latter paintings the artists intended to represent 
Jesuits, or Europeans in general. Nevertheless, what is 
striking is their contemporary clothing and the contem-
porary architectural and landscape settings. The group-
ing of Jesuits with figures of the New Testament in these 
and other miniatures may now seem unnatural and yet 
another Mughal extravaganza. It is, nevertheless, suffi-
cient to recall how common it was for wealthy patrons 
during the late medieval and Renaissance periods to 
commission works in which they were anachronisti-
cally portrayed side by side with the most revered fig-
ures of Christianity, including the Virgin and Christ. 
The integration of Jesuits into New Testament scenes 
by Mughal painters was certainly favored at the court. 
In a letter from 1608, Father Jerome noted that Jahan-
gir had had a picture painted on a wall near the pub-
lic audience hall in Agra showing Jesus Christ together 
with a Jesuit holding a book in one hand.32

Indeed, as observed in many miniatures of the 
Mirʾāt al-quds, Jesuits were very often portrayed with 
books. The missionaries in India and elsewhere were 
appropriately perceived as educators; the colleges estab-
lished by them were among the first and, at the time, the 
finest in both Europe and Asia. Books in general (and 
not only the Bible) were, of course, essential tools for 
teaching and an intrinsic part of their work.33 Perhaps 
because of a lack of better options, Westerners in gen-
eral tended to be portrayed with books, either in their 
hands or near them. It is also highly plausible that these 
props allowed them to be identified as “People of the 
Book,” as stated in the Koran.34 Occasionally, books 
took the place of vessels; both were employed as a suit-
able way of filling out space. Standard Christian subjects 

Fig. 3.11. Detail of Mary Ascends the Stairs to the  Temple. 
From the Mirʾāt al-quds, cat. no. II. Mughal school,  
1602–4. Cleveland Museum of Art, John L. Severance Fund, 
2005.145.24. (Photo: courtesy of the Cleveland Museum of 
Art)  
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3.2. THE MISSING MINIATURES AND  
THEIR THEMES

After comparing the text of the Cleveland Mirʾāt al-quds 
with the complete text it is possible to infer with a cer-
tain degree of confidence the number of missing folios 
and their place within the manuscript, as well as the 
identification of the themes of the missing miniatures.42 
The text of the copy used in this comparison, datable 
to the early seventeenth century and now at the Library 
of the School of Oriental and African Studies (SOAS), 
presents only minor variations—most likely the copy-
ist’s errors—that are of no consequence in terms of 
meaning or the length of the narrative.43 Because an 
undefined number of folios are missing at the end of 
the last part of the Cleveland manuscript, a definitive 
conclusion is not possible, since, a greater number of 
total folios would perhaps imply a greater number of 
illustrations. Nevertheless, the total number of miss-
ing folios may be estimated to vary between eighteen 
and probably not more that twenty, with the number of 
missing illustrations being around ten. This implies that 
the manuscript was perhaps illustrated with a minimum 
of thirty-six and a maximum of thirty-eight miniatures. 
As one would expect, most folios seem to have been 
detached because they were illustrated.44 In most cases, 
the (missing) text confirms that they were indeed sub-
jects suitable for illustration:45 fol. 21, “The birth of John 
the Baptist”; fol. 31, “Signs seen throughout the world 
at Jesus’s birth”; fol. 32, “The circumcision of Jesus”; 
fol. 57, “Philip and Nathaniel meet Jesus on the road 
to Galilee”; fol. 78, “Demons leaving a madman and 
entering pigs”; fol. 115, “Jesus walking on water”; fol. 
118, “Jesus addresses a large group in Jerusalem”; and 
fol. 125, “A fish offering a dinar.”

 On two occasions, pairs of consecutive folios are 
missing: fols. 26/27, “The Nativity,” and fols. 97/98, 
“Parable of the man who built his house on rock and 
the man who built his house on sand.” It seems unrea-
sonable to presume that the manuscript contained 
double paintings, as these were not common in man-
uscripts of the period.46 A more likely explanation is 
related to the possibility that when an illustrated folio 
was detached, the one next to it was also removed.47 
The first pair of consecutive folios describes the Nativ-
ity, one of the most popular Christian themes. The sec-

indeed the case.37 As noted earlier, the Jesuits in gen-
eral, and Father Jerome in particular, provided West-
ern prints to both Akbar and Salim, and, in at least one 
instance, documentary sources confirm that during the 
first years of Jahagir’s reign Father Jerome and his fel-
low missionaries were consulted on “how [Christian] 
paintings should be done.”38 

In his many letters, Father Jerome occasionally dis-
cussed paintings, but, to the best of my knowledge, he 
never mentioned that he had somehow been involved in 
their making or that he maintained a relationship with 
courtly artists during Akbar’s period. With respect to 
Salim’s kitābkhāna in Allahabad, the possibility can-
not even be considered, since no Jesuit missionary is 
known to have visited the prince in that city. Accord-
ing to Guerreiro, Salim did send a messenger to Goa 
asking for a Jesuit mission to be sent to Allahabad. The 
Jesuits, however, declined the invitation because they 
did not want to jeopardize their relations with Akbar.39 
While at Allahabad, Salim communicated with Father 
Jerome through an Italian, Iacome Felippe, and, on at 
least one occasion, the missionary showed the prince’s 
letters to Akbar.40

That the miniatures of the Mirʿāt al-quds were made 
without Jesuit involvement is suggested by the lack 
of pictures illustrating events that would normally be 
deemed crucial for any Life of Christ, such as the Cru-
cifixion scene. As discussed below, this was never meant 
to be illustrated. Some of the miniatures in this man-
uscript also support this view. The idea that a Jesuit 
would allow a key event in Christianity, such as the bap-
tism of Jesus, to be ignored in favor of the illustration of 
the moment that precedes it (see cat. no. XII, John the 
Baptist Recognizes Jesus While Teaching) is problem-
atic. Likewise, the suggestion that a Jesuit would have 
allowed John the Baptist, one of the most important fig-
ures of the New Testament, to be portrayed as a member 
of his order is challenging.41 The Mirʾāt al-quds minia-
tures were the result of an indigenized interpretation of 
the text, and it is not apparent that a Jesuit exerted any 
type of influence, direct or otherwise, on the scripto-
rium where the manuscript was illustrated. This helps 
to explain the didactic character of the paintings.



visualizing the cleveland mirʾāt al-quds 57

was commissioned by Prince Salim to adorn the copy 
of the (non-illustrated) Mirʿāt al-quds offered to him by 
Father Jerome.54 The inclusion of various Crucifixion 
scenes in two imperial albums confirms that they were 
admired by Jahangir as well as by later rulers. Compi-
lations such as the so-called Gulshan Muraqqaʿ55 and 
the St. Petersburg Muraqqaʿ56 include miniatures of the 
Crucifixion scene, while in a folio of an Album of Jahan-
gir, another Crucifixion scene is reproduced as part of 
its marginalia.57 Single paintings illustrating the same 
theme are at present in the British Museum and the 
Aga Khan Collection, as well as in a private collection 
in Boston.58 

 The heavily illustrated beginning also allows for some 
interesting conclusions. For example, it confirms that 
when episodes were selected for illustration little atten-
tion was given to where they would be placed in the 
text. Whoever chose the themes to be illustrated did 
not consider where they would be inserted. On at least 
one occasion, two illustrations were produced on two 
consecutive folios.59 In three instances, two paintings 
are separated by a single folio of text,60 and in one case 
two consecutive miniatures are separated by two folios 
of text.61 It is, however, possible that some episodes, 
such as those that inspired cat. nos. XV and XXV (Moses 
Praying to End the Serpents’ Attack on the Israelites and 
Jesus Being Portrayed by King Abgar’s Painter), were 
illustrated because they appealed more directly to the 
Mughal audience. In the former, serpents are depicted 
biting Moses’s skeptical followers, while the latter sat-
isfied the Mughals’ penchant for portraits of rulers and 
the depiction of paintings in paintings.

 The text in the missing folios provides some clues as 
to what might have inspired the (possibly missing) illus-
trations. The brief discussion that follows is intended 
to facilitate their possible future identification. Most 
of these scenes would be easily identifiable even out of 
context, since, in the majority of cases, they depict well-
known episodes in Christ’s life. In addition, Mughal 
painters were often familiar with these themes, as many 
had already been illustrated at the court—The Nativity, 
for example.62 One may presume that a depiction of 
The Birth of John the Baptist—an uncommon subject 
in Western art—would be related to that of the birth of 
Mary (cat. no. I), since it would almost certainly involve 

ond is not directly related to Jesus, but its moralistic 
content seems to have been well suited to the creativity 
of Mughal painters.

At the end of part 4, which corresponds to the end 
of Father Jerome’s text, a group of at least five folios is 
missing. According to the SOAS copy, these would have 
narrated scenes such as the Ascension, Christ seated 
to the right of God, and the Pentecost. If this final part 
had been heavily illustrated, there might have been 
more folios. There are, nevertheless, reasons to believe 
that perhaps only one more painting existed, if any at 
all. This assumption derives from an assessment of the 
number of text folios between every two consecutive 
miniatures. Although this is a topic that has attracted 
little academic attention, the resulting pattern allows 
for some interesting conclusions. The number of text 
folios between the last two extant miniatures (cat. nos. 
XXVI and XXVII) is a staggering twenty-five, while the 
number of folios between the last miniature and the last 
extant folio is nineteen. This allows the possibility that 
cat. no. XXVII was in fact the last illustration, since the 
sum of the nineteen folios and the (at least) five miss-
ing folios would still be less than the twenty-five folios 
just mentioned. 

Parts 1 and 2 of the text feature many paintings in 
comparison with parts 3 and 4, which are meagerly 
illustrated, even if it is in the latter half of the narrative 
that some of the most relevant events in the life of Christ 
are described. Providentially, the dearth of illustrations 
in parts 3 and 4 resulted in the survival of a large, unbro-
ken section of text between folios 126 and 201.48 From 
this it is possible to deduce that events such as the Cru-
cifixion,49 deposition,50 and entombment of Jesus51—
which Mughal painters depicted on any number of 
other occasions—were never intended to be illustrated 
in the Cleveland copy of the Mirʾāt al-quds. It is there-
fore possible that the almost complete absence of illus-
trations related to the Passion of Christ in the Cleveland 
manuscript52 was a response to Muslim sensibilities.

 The fact that major events such as the Crucifix-
ion were never intended to be part of the Cleveland 
Mirʿāt al-quds is both odd and of relevance. Although 
the Koran specifically states53 that Jesus was not cru-
cified, the event was illustrated a number of times in 
Mughal India, as is confirmed by the number of surviv-
ing courtly paintings on the subject. One, for instance, 
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Mirʾāt al-quds, do not seem correct in the auction cat-
alogue.68

 Far more problematic would be the identification 
of two other possible miniatures: Signs Seen through-
out the World at Jesus’s Birth and the Man Who Built 
His House on Rock and the Man Who Built His House 
on Sand. According to Father Jerome’s text, one of the 
signs marking the birth of Jesus was that “a fountain 
of olive oil appeared [in Rome] and flowed down to 
the sea.”69 This would not present major difficulties to 
draw, but unless the painter clearly depicted Roman 
monuments the theme would be far more complex to 
recognize. One encounters the same dilemma with the 
latter work, which portrays one of Jesus’s parables. As 
a subject it would seem to fit with the Mughal fondness 
for rendering moralistic anecdotes as visually strong 
images, but for an uninformed observer this most prob-
ably resulted in a confusing painting. Two other min-
iatures might prove difficult to identify because they 
would have been based on themes that do not offer 
visually distinguishing elements, namely, Philip and 
Nathaniel Meet Jesus on the Road to Galilee and Jesus 
Addresses a Large Group in Jerusalem. 

3.3. SALIM AS THE PATRON OF  
THE CLEVELAND  MIRʾĀT AL‑QUDS 

 ILLUSTRATED AT ALLAHABAD (1602–4)

The number of extant Mughal miniatures illustrating 
Biblical themes is considerable, yet most of these were 
apparently never intended for a Mirʾāt al-quds, since 
they were conceived as single and independent works.70 
Attempts to identify two or more miniatures belonging 
to another as yet unidentified illustrated copy of the 
Mirʾāt al-quds yielded no significant results. As noted 
in the Introduction, the Cleveland manuscript is the 
nineteenth copy of the Mirʾāt al-quds that has surfaced, 
but only the third illustrated one. None of the colo-
phons of the illustrated manuscripts survive (or have 
been identified), but stylistic evidence provided by the 
miniatures of the three copies indicates that these were 
made within a short period of time from one another. 
Father Jerome’s text provides a terminus post quem 
date, May 5, 1602,71 for the Mirʾāt al-quds (when the 
manuscript was first presented to Akbar), and obviously 

the mother lying in a bed and a baby in the arms of a 
nearby woman. 

 A miniature of Jesus Walking on Water would have 
been immediately recognizable due to the uniqueness 
of the subject and to the certainty of its appeal to art-
ists. Indeed, the author(s) of this work might have had 
access to a prototype for such a scene from an excep-
tionally early period: in the Prophet Elias Rescues 
Nuruddahr from the Sea, circa 1570, a miniature in the 
Ḥamzanāma, the positions of both Elias and Nurud-
dahr reveal striking similarities with European mod-
els.63 The author of the composition did not follow the 
text; instead, he depicted the prophet walking on water 
while pulling the almost drowned prince. This seems to 
indicate that he used a different source, almost certainly 
a print of Western origin. If that assumption is correct, 
it would be the earliest direct link between a European 
engraving and a Mughal miniature.64 

 Among the other themes that were probably illus-
trated are A Fish Offering a Dinar and Demons Leav-
ing a Madman and Entering Pigs. The singularity of 
such themes and Jesus’s presence in the two composi-
tions would certainly help in their identification. There 
is also the case of The Circumcision of Jesus. In contrast 
to Western artists, who often depicted the act itself and 
the religious ceremony surrounding it, Mughal paint-
ers, like their Ottoman counterparts, preferred instead 
to concentrate on the celebrations that followed. A 
contemporary double page, circa 1605, depicting the 
circumcision of Akbar’s sons, shows only the festive 
environment of the ceremony.65 The mandatory inser-
tion of figures with well-established iconographies, such 
as Mary, might however facilitate its identification. A 
miniature entitled The Presentation of Christ in the Tem-
ple and identified as being “from a dispersed copy of 
the Mirʿat al-quds” (ca. 1610) appeared in the art mar-
ket a decade ago; it reveals that when illustrating this 
theme, Mughal artists seem to have followed Western 
iconography.66 In stylistical terms, some of the figures 
in this miniature are closely related to others in the copy 
under study here, but regrettably it is not possible to 
be certain that this miniature belonged to the Cleve-
land copy.67 It is in poor condition and the dimensions, 
which would be important for determining whether the 
miniature belonged to this or to another copy of the 
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cates that most probably the emperor never commis-
sioned it. Moreover, the miniatures in Lahore are, in 
stylistic terms, not within the parameters expected for 
an imperial manuscript. 

More recently, it has been suggested that the Cleve-
land Mirʾāt al-quds was the copy made for Salim.81 A 
number of miniatures in fact support this view, since 
they show close parallels with what is known of the Alla-
habad production. As noted in the Introduction, the 
miniature signed by Muhammad Sharif (cat. no. XIII) 
is of extreme relevance in this context, since it indicates 
with great confidence that the manuscript was produced 
for Salim at Allahabad between 1602 and 1604. Muham-
mad Sharif was the son of ʿAbd al-Samad, one of Shah 
Tahmasp’s painters who in 1555 accompanied Huma-
yun (r. 1526–40; 1555–56) to India after the emper-
or’s forced exile in Iran. Several Mughal authors discuss 
his work and episodes of his life.82 He was known as 
a poet, a calligrapher, and a miniaturist, as well as a 
painter. Literary sources reveal that his outstanding 
ability allowed him to draw two armed horsemen on 
a grain of rice, yet he is also known to have supervised 
copies of manuscripts such as the Razmnāma and the 
Khamsa of Nizami when these were being illustrated in 
Akbar’s scriptorium.83 

Like his father, he occupied a special position at 
Akbar’s court and seems to have also adhered to the 
emperor’s Dīn-i Ilāhī.84 He grew up as Salim’s close 
friend and confidant, and was awarded the title of khan 
by the heir to the throne.85 It was in this capacity that 
Akbar sent him to Allahabad, in order to promote the 
reconciliation between father and son. However, he 
seems to have done the opposite and taken the prince’s 
side. As a result, when in 1604 Salim went back to the 
Mughal court, Sharif had to flee and did not return to 
Agra until the prince’s accession to the throne. Accord-
ing to Jahangir’s own words, two weeks after his acces-
sion, on November 5, 1605, 

he [Sahrif] attained the felicity of paying homage. I was 
overjoyed by his coming because his attachment to me 
is so great that I consider him as a son, brother, friend, 
and comrade. Since I had total reliance on his allegiance, 
intelligence, and experience, I made him deputy and 
vizier and gave him the exalted title of Amiru’l-Umara 
(amir of amirs), higher than which there is no title of 
service, and promoted him to the rank of 5,000 zat and 
suwar.86

for the production of all other copies. Recently, it has 
been suggested that “two royal copies”—unidentified 
but presumably those in Lahore and Cleveland—were 
illustrated in 1602.72 The stylistic features of the minia-
tures of the three manuscripts do suggest that they were 
painted soon after this period. Although it is not unfea-
sible that two manuscripts were copied and illustrated 
within months after the presentation of the original 
text to Akbar, it remains implausible. Moreover, there 
is no evidence that they were produced in the emperor’s 
kitābkhāna. They seem to have been copied and illus-
trated before Salim ascended to the throne in 1605, or 
just thereafter. From this date, the imperial kitābkhāna 
began to reflect more strongly Jahangir’s own prefer-
ences, adopting new stylistic directions, which in turn 
affected non-courtly productions.

Before attempting to identify the patron of the Cleve-
land manuscript, as well as its place of production, a 
number of issues need to be addressed. In terms of 
dimensions as well as style, the eight miniatures for-
merly in the Howard Hodgkin Collection are closely 
related, which supports the view that they were once 
part of the same manuscript.73 Their small size and 
simpler compositions and style are somehow related 
to what is known of the Allahabad production,74 yet this 
does not necessarily indicate that Salim was the patron 
of that manuscript.

The second illustrated copy of the Mirʾāt al-quds, in 
the Lahore Museum, consists now of fifty-four folios, 
eleven of which are illustrated.75 Despite their poor 
condition,76 it is possible to conclude that they illus-
trate episodes narrated exclusively in parts 1 and 2 of 
Father Jerome’s text.77 This includes miniatures such 
as Jesus Curing a Man with a Withered Hand (fig. 3.12) 
that are not illustrated in the Cleveland manuscript.78 
The manuscript was recently bound and an inscription 
states that it was offered by a certain Mirza Kamran 
to his son on 19 Jumada I 1013 (October 13, 1604).79 
It has been suggested that this was Akbar’s illustrated 
copy.80 The identification of the probable patron of the 
manuscript in Lahore is beyond the scope of this study, 
yet it should be noted that there is no evidence imply-
ing that Akbar ever commissioned an illustrated ver-
sion of the text. On the contrary, the fact that neither 
Father Jerome nor later works based on the Jesuits’ let-
ters from the Mughal court ever mentioned either the 
existence of such a manuscript or its commission indi-
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portrays Salim (or a young Jahangir) visiting a hermit,89 
and the other, in the Khalili Collection, depicts an ema-
ciated ram.90 In stylistic terms, both are close to the 
conventions adopted at Allahabad. 

The three miniatures (cat. nos. V, XV, and XIX) 
attributed here to Salim Quli, who is known to have 
worked for Salim at Allahabad, where he collaborated 

The limited number of extant works in which Sharif 
was involved is normally considered to be related to 
his proximity to the prince, which allowed him limited 
time to paint.87 Verma identified only nine paintings 
either authored by him or on which he somehow col-
laborated.88 More recently, Linda York Leach added two 
more paintings to this list. One, in the Bodleian Library, 

Fig. 3.12. Jesus Curing a Man with a Withered Hand. Opaque watercolor and ink on paper. From the Mirʾāt al-quds, Mughal 
school, ca. 1605. Lahore Museum, Ms. 46 (acc. no. M-645), fol. 79b. (Photo: courtesy of the Lahore Museum) 
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but these and many others.”97 Father Jerome’s words are 
important because they show both that Salim ordered 
at least one illustrated copy and that this copy indeed 
contained many paintings. As mentioned earlier, the 
first and second parts of the manuscript in Cleveland 
are heavily illustrated, the third and fourth parts much 
less so, indicating that while it was being produced 
there might have been a sudden change of plans. The 
considerable number of miniatures left unfinished—
including cat. no. VII, the rulings of which were never 
drawn—strongly supports the view that the manuscript 
was simply abandoned at a certain point. The fact that 
text panels in a number of the miniatures (cat. nos. XV, 
XXII, XXVI, and XXVII) were left blank reveals poor 
planning and that the artists had no time to conceal 
them. Whether this is directly or indirectly related to 
Salim’s accession to the throne and the resulting sty-

on various projects, also point to a connection with the 
prince and that city. Among the characteristics that can 
be related to this production are the relatively small 
dimensions of the miniatures as well as the fact that 
Iranian-style grotesques are visible in a number of the 
paintings (mainly in cat. no. II, but also in cat. nos. 
XIII and XVIII). The illumination on the frontispiece 
(fig. 3.13) also follows the aesthetic conventions of late 
sixteenth-century and early seventeenth-century style, 
including, apparently, those practiced at Salim’s court 
in Allahabad (see Appendix I).91 However, in terms of 
quality, the illumination in the Cleveland Mirʾāt al-quds, 
like its miniatures, cannot be compared with the much 
higher standards of some contemporary courtly man-
uscripts.92

In terms of technique, some of the miniatures in the 
Cleveland Mirʾāt al-quds indicate a second and differ-
ent type of association with the Allahabad production. 
When in 1995 Leach published the catalogue of the 
collection of Indian miniatures at the Chester Beatty 
Library, she remarked that Salim’s painters “often 
lacked the best pigments.”93 As a result, one of the char-
acteristics of works from the Allahabad scriptorium is 
the thinness of the painted areas.94 Of the miniatures of 
the Cleveland Mirʾāt al-quds, one in particular—cat. no. 
VIII, The Magi Follow the Star—belongs, with respect 
to technique, to the group of paintings described by 
Leach. It is not so much that the pigments of The Magi 
Follow the Star are of lesser quality but that they seem to 
have been scarcely used, or were applied directly on the 
paper, without the standard wash of white given after 
the drawing in pencil is made.95 This would explain why 
the text on the reverse appears through some parts of 
the painting.96 Stylistically, the miniature is also closely 
related to other works known to have been produced  
at Allahabad, notably paintings in copies of the Yog 
Vashisht and the Raj Kunwar in the Chester Beatty 
Library (see cat. no. VIII). 

A study of the themes illustrated in the Cleveland 
manuscript might also yield valuable information. In 
a previously quoted letter of September 1603, Father 
Jerome attests that after Salim received a copy of the 
Mirʾāt al-quds from the Jesuits, he commissioned an 
illustrated version of the text. In the same letter, Father 
Jerome notes that the prince’s copy was extensively illus-
trated with not only episodes “printed by Father Nadal, 

Fig. 3.13. Frontispiece of the Mirʾāt al-quds. Opaque water-
color, gold and ink on paper. Mirʾāt al-quds, Mughal school, 
1602–4. Cleveland Museum of Art, John L. Severance Fund, 
2005.145, fol. 1. (Photo: courtesy of the Cleveland Museum 
of Art)
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(Tales of the Prophets),102 as well as world histories. 
The former grew in popularity, and numerous ver-
sions appeared in various parts of the Islamic world, 
including the Indian subcontinent, where the stories 
were produced in local languages.103 This explains why 
the title Qiṣaṣ al-anbiyāʿ refers not to a single text, but 
to a variety of texts written mainly in Arabic and Per-
sian.104 Many of these texts are among the most read 
in the Muslim world. Interest in stories of the proph-
ets and world history was particularly strong in the 
early centuries of Islam and continued until the medi-
eval period. As early as the eighth century, Wahb b. 
Munabbih (d. ca. 730) composed what became known 
as the Kitāb al-Mubtadaʾ wa-qiṣaṣ al-anbiyāʾ. Some of 
its contents are thought to have derived from oral tra-
ditions that were then put in written form.105 The text 
begins with the creation of the world, with events there-
after presented in chronological order, as would become 
standard. It includes the histories of a number of major 
pre-Islamic prophets. Jesus and other figures from the 
New Testament,106 as well as Muhammad, are discussed 
at the end of the text.107 Wahb b. Munabbih had a global 
vision of history that influenced later reference authors 
such as al-Tabari (d. 923) and Abu Ishaq Ahmad ibn 
Muhammad al-Thaʿlabi (d. 1036).108 

The Mukhtaṣar tārīkh al-rusul wa’l-mulūk  
wa ʾl-khulafāʾ (History of Prophets and Kings) by al-
Tabari confirms that the two genres converged in a sin-
gle work as early as the tenth century. These lengthy 
annals include sections on the prophets from the Old 
Testament to Muhammad and miscellaneous infor-
mation up to the year 915.109 It is clear that the sub-
ject deeply interested al-Tabari, for his renowned Tafsīr 
(Commentary) also includes some of these topics. In his 
History, he covers key events with considerable detail, 
from the creation of the world to the conquests of the 
Abbasids. Jesus’s life is also discussed at length.110 A 
few decades later, Abu ʿ Ali Muhammad b. Muhammad 
al-Balʿami (d. 974 or 992) translated al-Tabari’s text into 
Persian. This was not a simple translation: al-Balʿami 
edited the original text and incorporated into it various 
episodes, with fresh interpretations of some events.111 
The creation of the world and the lives of the prophets, 
including Jesus and Muhammad, were also discussed by 
al-Thaʿlabi in a celebrated work dedicated exclusively to 
the subject, the ʿArāʾis al-majālis fī qiṣaṣ al-anbiyāʾ.112 

listic changes introduced in the imperial kitābkhāna 
remains unclear. 

As mentioned earlier, some miniatures of the Cleve-
land copy are of high quality and it is clear that artists 
with great skills were involved in their making: con-
sider the fineness of the pigments used in miniatures 
such as cat. nos. IV and XII, the far afield horizons of 
cat. no. XVI, and the richness and complexity of com-
positions such as cat. nos. III, IV, and XXVII. Other 
miniatures, such as cat. nos. VII, XVII, and XXVI, how-
ever, reveal poor standards. Such variation in terms of 
quality is compatible with what is known about man-
uscript illustration at Allahabad. The possibility that 
Salim ordered two illustrated copies of the manuscript 
cannot be completely discarded but should perhaps 
not be given too much credence. Illustrated manu-
scripts were also produced for other patrons, includ-
ing the ladies of the court, yet very little is known about 
non-imperial patronage and the artists responsible for 
these works. It is unknown, for example, what happened  
to Salim Quli after he left Allahabad, as there is no evi-
dence supporting the view that he ever worked for Jah-
angir.98 The same may be said about other painters. 

3.4. A BRIEF SURVEY OF THE LIFE OF CHRIST 
IN ISLAMIC PAINTING AND LITERATURE

During the reigns of Akbar and Jahangir, Christ and 
other Biblical figures inspired a considerable corpus 
of paintings that continues to receive much atten-
tion. Though singular in many ways, such interest 
was not exclusive to the Mughal court: long before the 
establishment of the dynasty, Christian themes were 
already part of the repertoire of other Islamic scripto-
ria.99 This occurred not so much because local rulers 
were attracted to Christianity, as in Mughal India, 
but because of Christ’s dual condition as a prophet of  
Islam and the founder of a world religion.100 Inter-
est in Jesus and Mary extends back to the period of 
Muhammad, who, according to Ibn Saʿd and other early 
authors, upon entering the Kaʿba, ordered the destruc-
tion of all paintings, except one portraying those two 
figures.101 

The life of Jesus became, therefore, a natural part of 
a major literary genre known as the Qiṣaṣ al-anbiyāʾ 
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narrative material suitable for illustration, especially 
in Ilkhanid Tabriz, where the text was composed.122 
Rashid al-Din, a vizier and historian, was asked to pro-
duce a history of the peoples that the Mongol empire 
connected. His text deals with miscellaneous informa-
tion, from the genealogy of Chinese rulers to the patri-
archs and prophets of the Old Testament. The lives 
of the Buddha, Jesus, and Muhammad are discussed 
among various episodes of world history. A copy illus-
trated in the 1310s and now divided between the Nasser 
D. Khalili Collection of Islamic Art and the Edinburgh 
University Library shows how prophets’ lives were per-
ceived as an intrinsic part of world history. Surviving 
miniatures include The Ark of Noah,123 Jonah and the 
Whale (fig. 3.14),124 The Shakiamuni Offering Fruit to 
the Devil,125 The Annunciation,126 and various other  
paintings illustrating episodes from the life of Muham-
mad, notably his birth,127 as well as the Prophet exhort-
ing his family before the battle of Badr128 and leading 
Hamzah and the Muslims against the Banu Qaynuqa.129 

The seven-volume Rawḍat al-ṣafāʾ (Garden of Purity) 
by Mir Khvand (d. 1498) belongs as well to the genre 
of world histories. In this work, which brings us closer 
in chronology to the Mughals, the Timurid historian 
dedicated considerable space to the standard lives of 
the prophets, again from the creation of the world up 
to the time of Muhammad. Besides Jesus’s life, which 
receives substantial attention, the author discusses Mary 
and John the Baptist, as well as Zacharias, the latter’s 
father, in great detail. Mir Khvand regarded the Angel 
Gabriel as a crucial element in the description of the 
Annunciation to Mary, as well as in other often-mirac-
ulous episodes.130 Of particular interest is the way he 
islamicizes certain aspects of these episodes. For exam-
ple, when Zacharias prays for a son, he is described as 
having turned his face to the “Qiblah of prayer.”131 On 
another occasion, Mir Khvand states that the Gospel 
was sent down to Jesus, creating an interesting parallel 
with the Koran.132 He also records a number of mira-
cles related to Jesus, including those mentioned in the 
Koran, such as Jesus speaking from the cradle, healing 
lepers, raising the dead, and providing from heaven a 
table laid out with food.133 

In the fifteenth century, the appeal in the Iranian 
world for the illustration of historical cycles dimin-
ished and poetical works began to attract the attention 

Of the many Qiṣaṣ al-anbiyāʾ, the one composed by 
al-Kisaʾi was among the most popular. Not much is 
known about the author, but it is believed that he com-
posed his own version of the Tales of the Prophets in 
the early thirteenth century. The earliest extant copy 
is dated 617 (1220),113 although many others, varying 
in size, arrangement, and contents, survive. In a copy 
recently translated into English, the last chapter is ded-
icated to Jesus, identified, as often happened, as the son 
of Mary.114 Whether one or more illustrated copies of 
any of these works ever reached the Mughal court is 
unknown, but the possibility should not be discounted. 
Such manuscripts might have provided not only the 
models for some of the miniatures but also the inspi-
ration for the illustrated versions of the Mirʾāt al-quds. 
They would have shown that the life of Christ was 
indeed material highly suitable for illustration. 

It is noteworthy that paintings of Christ’s life in both 
literary genres are hardly religious. They have no devo-
tional purpose and, more often than not, they are merely 
illustrations of events that define crucial moments in 
world history. A copy of al-Biruni’s treatise al-Āthār 
al-bāqiyya ʿan al-qurūn al-khāliyya (Chronology of 
Ancient Nations) (dated 707 [1307]) at the Edinburgh 
University Library supports this view.115 The Chronol-
ogy is illustrated with a number of miniatures of Jesus 
that have a pedagogic rather than a religious purpose. 
Among the illustrations related to the life of Christ is 
one in which a sinicized Gabriel delivers the news of the 
Annunciation to an enthroned Mary.116 This same copy 
includes what at first seems to be a standard depiction of 
The Baptism of Jesus,117 in which Jesus is semi-immersed 
in the waters of the Jordan while a bird flies above his 
head.118 A third miniature in the manuscript, however, 
has a clear religious content, though exclusively from 
an Islamic point of view. Jesus is portrayed riding an 
ass side by side with Muhammad, who is depicted on a 
camel; both are approaching a tower from which a fig-
ure, identified as Isaiah, observes them.119 The painting 
illustrates a Biblical prophecy in the Book of Isaiah120 
interpreted by Muslims as announcing the coming of 
Muhammad, “the seal of the prophets.”121

A further world history that also gives consid-
erable emphasis to the prophets’ lives is the Jāmiʿ 
al-tavārīkh (Compendium of Chronicles) by Rashid al-
Din (d. 1318). Extant contemporary copies contained 
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the text was produced in Herat in 840 (1435–36), for 
one of Timur’s sons, Shahrukh (d. 1447); this manu-
script is now in the Bibliothèque nationale de France.136 
In a number of miniatures, Gabriel is shown leading 
Muhammad from Mecca to Jerusalem and through 
the seventh heaven. Jesus and many other prophets are 
mentioned on various occasions, and in one painting he 
is portrayed greeting the Prophet when the latter enters 
the sacred mosque in Jerusalem.137

Although the Safavids concentrated their resources 
on illustrations of the Shāhnāma, the great Iranian epic, 
an impressive number of illustrated versions of the Qiṣaṣ 
al-anbiyāʾ were nevertheless produced then and survive. 
Some of the twenty-one manuscripts recently studied 
reveal a peculiar Ottoman influence, but most are essen-
tially Iranian in style.138 Stylistic evidence also reveals 
that they were copied and illustrated during a relatively 
short period of time, between 1565 and 1585, and that 

of patrons. However, the stories of the prophets and 
related themes continued to inspire artists’ creativity. 
Occasionally, as in an early fifteenth-century painting 
in the Khalili Collection, these resulted in works with 
a strong ecumenical content.134 In the miniature The 
Giant Uj and the Prophets Moses, Jesus, and Muham-
mad (fig. 3.15), the higher status of Moses, Jesus, and 
Muhammad is confirmed by the flaming haloes around 
their heads.135 The giant Uj is seen smiting Moses’s foot, 
Mary holds Jesus in her arms, and Husayn and Hasan 
flank Muhammad, who stands in front of ʿ Ali. This min-
iature shows how, for Muslims, Moses and Christ are 
part of a long list of prophets that culminates in Muham-
mad. This is again revealed in the Miʿrājnāma (Book of 
Ascension) by Mir Haydar, a fourteenth-century poet 
who, inspired by Sura 17, described the Prophet’s mys-
tical journey to heaven and hell. The earliest and per-
haps most extraordinary extant illustrated version of 

Fig. 3.14.  Jonah and the Whale. Translucent and opaque watercolor, gold, silver, and ink on paper, 12 x 25.5 cm. From the 
Jāmiʿ al-tavārīkh (Compendium of Chronicles), Tabriz, 714 (1314–15). The Nasser D. Khalili Collection of Islamic Art, 
London, acc. no. MSS 727, fol. 59a. (Photo: courtesy of the Nasser D. Khalili Collection of Islamic Art)
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but less popular episodes were also illustrated. Among 
these were the birth of Jesus,141 and the execution of his 
replacement on the cross.142 Indeed, of great interest are 
miniatures that do not conform to Christian tradition. 
According to the Koran, Mary bore Jesus not in a stable 
but in an isolated and distant place, beside the trunk of 
a palm tree,143 as depicted in a mid-sixteenth-century 
miniature from a Safavid Qiṣāṣ al-anbiyāʾ in the Ches-
ter Beatty Library.144 

they were not the product of the imperial ateliers.139 
The text in the twenty-one illustrated manuscripts of 
the Qiṣaṣ al-anbiyāʾ presents variations indicating that 
three different versions were copied.140 The number of 
miniatures and their subjects also varies considerably, 
confirming that artists followed a number of individual 
models. Topics such as Noah’s ark, Yusuf in the pit, and 
Solomon enthroned, as well as Muhammad’s Miʿrāj and 
his victory at Badr were depicted, and more common 

Fig. 3.15. The Giant Uj and the Prophets Moses, Jesus, and Muhammad. Opaque watercolor, gold and ink on paper, 38 x 
24.4 cm. Baghdad or Tabriz, early fifteenth century. The Nasser D. Khalili Collection of Islamic Art, London, acc. no. MSS 
620. (Photo: courtesy of the Nasser D. Khalili Collection of Islamic Art)
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of note, greater attention was obviously given to the 
life of the founder of Islam. This is particularly true in 
the Ottoman Empire, and especially during the reign 
of Murad III. Among the manuscripts commissioned 
by him was a Siyer-i Nebi (Life of the Prophet), a text 
completed in the end of the fourteenth century by Mus-
tafa b. Yusuf b. ʿOmar al-Maulavi al-Arzan al-Rumi, a 
Mamluk dervish known as Darir. Like other Siyer liter-
ature, the copy illustrated for the sultan mixes Koranic 
material, Arab genealogies, stories about the Proph-
et’s battles, poetry, documentary material, and a series 
of imaginary stories, many of which involved miracu-
lous events.154 This variety of episodes with eclectic ori-
gins calls to mind Christ’s vitae and specifically Father 
Jerome’s Mirʾāt al-quds. The sources for the miniatures 
in this copy derive from courtly models, while others 
may be found in popular versions of devotional liter-
ature, some of which are from the Mamluk period.155 
Of interest is the fact that some paintings, such as those 
illustrating the Prophet Muhammad’s birth156 as well 
as his death,157 seem to be based on the iconography 
of Jesus. 

Although its scale is much vaster—consisting of a 
now dispersed six-volume work with 814 paintings158—
Murad III’s copy of the Siyer-i Nebi, produced in the last 
years of the sixteenth century presents the closest par-
allel with the Cleveland Mirʾāt al-quds anywhere in the 
Islamic world. Whether Akbar and his Ottoman coun-
terpart were aware of each other’s interests is unknown, 
but the apparent coincidence in terms of dates confirms 
that in this period there was a widespread concern with 
religious matters, and particularly with the lives of the 
founders of Christianity and Islam. This was at the heart 
of these unique cycles of paintings, which were not pro-
duced in any other period.

Akbar’s deep interest in world history is revealed by 
the commission of a number of new texts and illus-
trated manuscripts. As mentioned earlier, to com-
memorate the first millennium of Islam he ordered the 
Tārīkh-i alfī, a new history of the Muslim world. An 
illustrated version of Rashid al-Din’s Jāmiʿ al-tavārīkh 
was also ordered. The work of the most celebrated 
Muslim poets is of relevance as well. Like the already 
mentioned Nizami,159 Rumi160 (d. 1273) and Saʿdi161 
(d. 1292) frequently used Jesus’s name and character 
to formulate tales in which religious responsibility and 

A second text in which prophets’ lives, including 
those of Adam, Moses, Zacharias, and Muhammad, 
are discussed is the Fālnāma (Book of Divinations or 
Omens).145 The name is given to works—the contents 
of which also vary considerably—which were used for 
interpreting dreams, reading signs of various natures, 
and offering advice. Of the extant illustrated manu-
scripts, a dispersed copy attributed to artists working 
in Qazvin or Tabriz around the 1550s includes a min-
iature identified as Jesus Resurrecting Lazarus.146 In a 
Fālnāma manuscript compiled circa 1615, a Madonna 
del Latte, attributed to a Safavid or Ottoman workshop 
circa 1580, shows how the Virgin and Jesus inspired 
good omens, apparently among the most auspicious of 
the text.147

Jesus was also occasionally portrayed by paint-
ers working on the illustration of stories narrated in 
early Islamic literature. One, in the Khamsa of Nizami 
(d. 1209), involves Jesus and a dead dog.148 Of the 
three versions known,149 one is particularly interest-
ing because the figures commenting on the dead body 
are dressed in Portuguese fashion.150 For Thomas W. 
Arnold, “all the pathos of the story is destroyed by the 
foolish expedient of dressing up the Apostles in the garb 
of the Portuguese.”151 Yet the miniature offers a par-
allel with the Cleveland Mirʾāt al-quds. It also reveals 
that Safavid painters made use of the same conven-
tions adopted in Mughal India. Similar use of West-
ern costumes is also found in contemporary Ottoman 
manuscripts such as the Zübdetüʾt-tevārīḫ (Cream of 
Histories) by Seyyid Lokman Ashuri, the court histo-
rian of Sultan Murad III (r. 1574–95). Although this 
text includes a history of the Ottoman dynasty as well 
as accounts of the caliphs and imams, most of its con-
tents followed previous models. It includes a number 
of illustrations of conventional themes, from the cre-
ation of the universe to various episodes in the lives of 
the prophets, including Jesus and Muhammad. Of the 
three extant illustrated copies, one dated 991 (1583) was 
produced for Murad III, while the other two were pre-
sented to high officials, demonstrating that such works 
still had their followers in the late sixteenth century.152 
Each of the three existing illustrated copies includes a 
miniature of The Ascension of Christ.153 

Although the devotion shown by Islamic scripto-
ria to the figure of Jesus and his accomplishments is 
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fol. 288v); Srinagar, on August 18, 1597 (ARSI, Goa 14, fol. 
345r); and again Lahore, on August 1, 1598 (ARSI, GOA 46 
I, fol. 36r).

6. These were believed to have stimulated the interest of both 
father and son in Christianity. Letter sent by Father Jerome, 
S.J., to Father Francisco Cabral, S.J., Provincial, from Lahore, 
September 8, 1596 (ARSI, Goa 46 I, fol. 31r).

7. Letter sent by Father Jerome, S.J., to Father João Álvares, S.J., 
Assistant to the General in Rome, from Agra, September 16, 
1603 (ARSI, Goa 46 I, fol. 52v).

8. The same engravings illustrate the Evangelicae Historiae 
Imagines (printed in 1593) and Adnotationes et Meditationes 
in Evangelia (first printed in 1594), but these are presented 
in a different order. A copy of one of the editions reached the 
Mughal court, as revealed by a letter sent by Father Jerome, 
S.J., to Father João Álvares, S.J., Assistant to the General in 
Rome, from Agra, September 16, 1603 (ARSI, Goa 46 I, fol. 
52v).

9. Nadal, Imagines (fol. 81), and Adnotationes (fol. 138). For a 
related figure, see also the title page of Du Jarric’s Histoire 
(illustrated in Du Jarric, Akbar and the Jesuits, pl. II, facing 
xxxvi), but this was only published in 1610. 

10. For a Mughal miniature signed by Manohar, ca. 1600, and 
inspired by the Salus Populi Romani in the Fondation Cus-
todia, inv. no. 1974-T-67, see Okada, Indian Miniatures of 
the Mughal Court, 141, fig. 160.

11. Oil on wood, Portuguese school, late sixteenth century, 
Museu de São Roque, Lisbon, inv. no. Pin. 32. At least 
four copies of the painting were identified in this church’s 
inventories: see Teresa Freitas Morna (coord.), Museu de 
São Roque (Lisbon, 2008), 58–59, cat. no. 6. 

12. The painting was also reproduced on various occasions in 
Goa, and an example to this day adorns one of the most 
important extant pieces of religious silverwork made in Goa, 
a late sixteenth-century oratory-reliquary. For a reproduc-
tion of the painting, Museu Nacional de Arte Antiga, Lisbon, 
inv. no. 99, see Flores and Vassallo e Silva, Goa and the Great 
Mughal, 122. For a discussion on the Salus Populi Romani 
at the Mughal court, see Maclagan, Jesuits and the Great 
Mogul, 227–28; Bailey, Art on the Jesuit Missions, 115–16, 
118, 125–26, 134–35; and Bailey, “The Lahore Mirat Al-
Quds,” 36–37. 

13. Du Jarric, Akbar and the Jesuits, 19–20.
14. See, for example, a Madonna and Child, ca. 1600, signed 

Manohar, in Foundation Custodia, Paris, inv. no. 1974-T-
67 (illustrated in Okada, Indian Miniatures of the Mughal 
Court, 141, fig. 160), and a more faithful version, ca. 1595, 
pasted in folio 53r of the St. Petersburg Muraqqaʿ (see Fran-
cesca von Habsburg et al., The St. Petersburg Muraqqaʿ: 
Album of Indian and Persian Miniatures from the 16th 
through the 18th Century and Specimens of Persian Callig-
raphy by ʿImād al-Ḥasanī, 2 vols. [Milan, 1996], 2: pl. 90).

15. Letter written by Father Jerome, S.J., to Father João Álvares, 
S.J., Assistant to the General in Rome, from Agra, September 
24, 1608 (British Library, Add. Ms. 9854, fol. 71a). An Eng-
lish version appears in Guerreiro, Jahangir and the Jesuits, 

virtue are essential elements. In these Sufi poets’ works, 
Jesus has a mystical persona that may have appealed 
to Akbar. These and other Islamic texts reveal that the 
Mughal emperor had at his disposal a considerable cor-
pus of information on the life of Christ long before he 
commissioned the Mirʾāt al-quds. Observed in light of 
these texts, his request to Father Jerome acquires added 
meaning. In addition to providing Akbar with a version 
of Christ’s life based on Christian sources, the new text 
complemented and enhanced some of the information 
to which the emperor had already had access.

NOTES

1. No remarks on repainting are made in the general acquisi-
tion report for the manuscript (dated September 10, 2007) 
by Moyna Stanton, conservator of works on paper at the 
CMA, who kindly provided a copy. However, in individual 
reports on each of the miniatures (produced and supplied by 
the same conservator and dated August 31, 2005), she noted 
retouching in cat. nos. VI, VII, XIII, XIV, XV, XVII, XX, 
XXI, and XXII. Moreover, in the report for cat. no. XXIII, 
Stanton estimates that the “face of Salome has been entirely 
repainted.” She further observes that in cat. no. XXV “sev-
eral of the faces may be entirely repainted” and, with respect 
to cat. no. XXVI, admits the possibility that the “figure guid-
ing mule” has a “repainted face.” 

2. This is not supported by the “incoming and acquisition 
report” for this miniature (cat. no. XIV), which simply notes 
“retouching” in some of the figures’ clothes (i.e., Jesus’s 
cloak and the blue cape of the kneeling figure). 

3. In a letter sent by Father Jerome soon after he arrived at 
the court, he acknowledged that Akbar owned “very rich 
images [i.e., of Jesus and the Virgin] of those good ones that 
come from Europe.” Letter sent by Father Jerome to Father 
Claudio Acquaviva, S.J., General, from Lahore, August 20, 
1595 (ARSI, Goa 14, fol. 288r).

4. Western prints are known to have reached the Mughal 
court decades earlier, as a number of miniatures in the 
Ḥamzanāma indicate. Although the first official contacts 
between the Portuguese and Mughals only occurred in the 
1570s, documentary sources show that as early as 1530 Por-
tuguese goods were available at the court, and by the 1540s 
Portuguese traders were living in the capital. For a discus-
sion of the sources, see Pedro Moura Carvalho, “ ‘Rarities 
from Goa’ at the Courts of Humayun, Akbar and Jahangir 
(1530–1627),” in Flores and Vassallo e Silva, Goa and the 
Great Mughal, 98–115.

5. There are an extensive number of letters from Father Jerome 
asking for such prints. Among these were the requests he 
made to Father Claudio Acquaviva, S.J., General, including 
those sent from: Lahore, on August 20, 1595 (ARSI, Goa 14, 
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33. For the Mughals, “Jesuit” was synonymous with “educator.” 
This is confirmed by cat. no. XII, in which John the Bap-
tist—who, according to the text, was teaching—is portrayed 
as a Jesuit, appropriately dressed in the customary black 
garments adopted by the order.

34. Koran 4:171, among others.
35. An excellent example is the miniature The Birth of Mary, ca. 

1610, Free Library of Philadelphia, inv. no. Lewis O M 93, 
which is illustrated in Beach, Grand Mogul, 156–57, cat. no. 
54. The painting is an accurate copy of an engraving (ibid., 
cat. no. 54a) by Cornelis Cort dated 1581, yet an examina-
tion of the two works shows how the artist, although faithful 
to the original, added a number of extra decorative elements. 
Although the original composition was per se quite dense 
and full of detail, the artist managed to insert even more ele-
ments into the composition. Flower motifs fill the Virgin’s 
bedcover and part of the clothing of the figure in the lower 
right-hand corner, while the background wall became more 
traditionally Mughal. It has a niche in which a vase and two 
small cups stand, above a window/door with its customary 
“curtain” rolled up. Other added motifs of clear Mughal ori-
gin include vessels on the floor and personal jewelry such as 
earrings and at least one bracelet on one of the putti’s arms. 
The female figures are less Michelangeloesque and more 
feminine, the putti less chubby.

36. In this period, strong Iranian influence in Mughal miniatures 
is seen in works normally attributed to Salim’s scriptorium 
at Allahabad. Aqa Riza, the Iranian painter who worked 
for Salim before and after his accession to the throne, was 
greatly responsible for such an influence.

37. As suggested in 1999 by Bailey, Art on the Jesuit Missions, 
128.

38. Letter sent by Father Jerome, S.J., to Father João Álvares, S.J. 
(?), Assistant (to the General?) in Rome, from Agra, Septem-
ber 24, 1608 (British Library, Add. Ms. 9854, fol. 72a).

39. Guerreiro, Relaçam (1605), 59b.
40. Guerreiro, Relaçam (1605), 60a. See also Maclagan, Jesuits 

and the Great Mughal, 69.
41. The same applies to the miniature entitled The Ascension of 

Jesus Dressed as a Jesuit (Binney, Indian Miniature Painting, 
51, cat. no. 28b), formerly in the Howard Hodgkin Collec-
tion and now in the San Diego Museum of Art, inv. no. 
1990.309 (fig. 2.3). This identification is questionable, since 
Christ is portrayed with a rope around his waist and with-
out either shoes or the standard Jesuit hat (see cat. nos. XII, 
XX, and XXIV). He—and the missionary on the ground—
are therefore dressed more like Franciscans than Jesuits. 
Again, the idea that this miniature could have been made 
under Jesuit supervision raises some doubts. It is more likely 
that painters felt free to dress Christ as a missionary, and 
that they were not aware of the specificities of the garments 
adopted by each Catholic order.

42. The list of the missing folios and the themes of the 
minia tures based on these were provided by Wheeler  
M. Thackston. See Appendix II: “Order of Folios in the 
Cleveland Mirʾāt al-quds.”

43. SOAS Library, University of London, Ms. 12171.
44. The missing folios are mainly from the end of part 1 and the 

beginning of part 2, as well as the end of part 4.

trans. C. H. Payne, 64, but the translator ignored the part 
where Father Jerome states that the new representation of 
the Virgin was painted over a previous one.

16. In Nadal, Imagines (pl. 121), and Adnotationes (pl. 94) as 
well, two soldiers are portrayed energetically scourging 
Jesus, though in different positions from those seen in the 
Cleveland miniature; more importantly, they are not dressed 
as Romans.

17. Rogers, Mughal Miniatures, 68. 
18. Crucified Christ, ivory, Goa, seventeenth century. Museu de 

São Roque, Lisbon, inv. no. Esc. 139.
19. The quality of works from Sri Lanka (formerly known as 

Ceylon), for example, cannot be underestimated. In the 
1580s, the archbishop of Goa received a crucifix from the 
inhabitants of the island of such quality that it was imme-
diately sent to the king of Portugal. See Pedro Moura Carv-
alho, Luxury for Export: Artistic Exchange between India and 
Portugal around 1600 (Pittsburgh, 2008), 27, cat. no. 1. 

20. Guerreiro, Jahangir and the Jesuits, trans. C. H. Payne, 32.
21. Letter sent by Father Jerome, S.J., to Father Claudio Acqua-

viva, S.J., General, from Lahore, August 20, 1595 (ARSI, 
GOA 14. fol. 288r). This reference to ivory works being pro-
duced by imperial craftsmen is of great interest: although 
some Indian ivories and literally thousands of Christian 
images survive, only a few Mughal ivories of quality are 
known. These are normally powder flasks carved with ani-
mal imagery. 

22. Virgin and Child, ivory, ca. 1600, Mughal India. Museu de 
São Roque, Lisbon, inv. no. Esc. 215. For a discussion of 
this image, see Nuno Vassallo e Silva, “Nossa Senhora e 
o Menino,” Arte Oriental nas Colecções do Museu de São 
Roque, ed. T. Freitas Morna (Lisbon, 2010), 119–22.

23. Child Jesus, ivory, seventeenth century, 18 cm, Távora 
Sequeira Pinto Collection, Porto.

24. Unclothed figures of the child Jesus appear in other Mughal 
miniatures but these normally derive from Western prints. 
For examples, see a Madonna and Child, Museum für Isla-
mische Kunst, Berlin, inv. no. I.1986.185, and the border of 
a folio of the Muraqqaʿ-i Gulshan (Gulshan Album), Freer 
Gallery of Art, Washington, D.C., inv. no. F1956.12b. The 
latter is illustrated in Elaine Wright, Muraqqaʿ: Imperial 
Mughal Albums from the Chester Beatty Library (Alexandria, 
Va., 2008), 59, 79, figs. 24 and 33, respectively.

25. Letter sent by Father Jerome, S.J., to Father Claudio Acqua-
viva, S.J., General, from Lahore, August 20, 1595 (ARSI, 
GOA 14, fol. 288r).

26. 2005.145.9a–b.
27. Although Father Jerome twice used the expression “baptize 

with water” and once “baptize with pure spirit,” he only 
described what constitutes the specific act of baptizing later 
in the text (ASI.70).

28. ASI.68.
29. ASI.269.
30. L51a.
31. L23a; ASI.71.
32. Letter sent by Father Jerome, S.J., to Father João Álvares, S.J. 

(?), Assistant (to the General?) in Rome, from Agra, Septem-
ber 24, 1608 (British Library, Add. Ms. 9854, fol. 71b).
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57. Fogg Art Museum, Harvard University, Cambridge, Mass., 
inv. no. 1958.187; illustrated in Beach, Grand Mogul, 57, 59, 
cat. no. 11.

58. For the miniature in the British Museum, London, inv. no. 
1983.10-15.1, see Rogers, Mughal Miniatures, 68, fig. 44; 
for the miniature in the Aga Khan Collection, ca. 1605, see 
Sophie Makariou et al., Chefs-d’ouevre islamiques de l’Aga 
Khan Museum (Paris, Musée du Louvre, 2007), 35, cat. no. 
6. 

59. Fol. 24/cat. no. V and fol. 25/cat. no. VI.
60. Fol. 9/cat. no. II and fol. 11/cat. no. III; fol. 34/cat. no. VIII 

and fol. 36/cat. no. IX; fol. 70/cat. no. XVII and fol. 72/cat. 
no. XVIII.

61. Fol. 63/cat. no. XV and fol. 66/cat. no. XVI.
62. These include miniatures of The Nativity, ca. 1605–10, after 

Nadal, in the Free Library of Philadelphia, inv. no. Lewis O 
M 93, illustrated in Beach, Grand Mogul, 156, cat. no. 54; the 
Victoria and Albert Museum, London, inv. no. D 402-1885, 
illustrated in Flores and Vassallo e Silva, Goa and the Great 
Mughal, 153, cat. no. 83; and the Fondation Custodia, Paris, 
inv. no. 1972-42, illustrated in Flores and Vassallo e Silva, 
Goa and the Great Mughal, 160, cat. no. 75.

63. The Prophet Elias Rescues Nuruddahr from the Sea, in the 
Hamzanāma, British Museum, London, inv. no. 1925-9-29-
01; illustrated in Seyller, Adventures of Hamza, 240–41, cat. 
no. 80. 

64. The iconography of this miracle has little evolved, as is con-
firmed by the engraving Ambulat super mare Iesvs (Jesus 
Walks on the Sea) in Nadal’s Imagines (pl. 44), and Adno-
tationes (pl. 24), published decades after the painting and 
known to have reached the court.

65. From the so-called Chester Beatty Akbarnāma, ca. 1605, 
now divided between the Cleveland Museum of Art, inv. 
no. 71.76, and the Keir Collection, Ham; illustrated in Linda 
York Leach, The Cleveland Museum of Art Catalogue of Ori-
ental Art, Part. 1: Indian Miniature Paintings and Drawings 
(Cleveland, 1986), 66–70, cat. nos. 18i and 18iA.

66. Sotheby’s, New York, Indian and Southeast Asian Art, 
March 21, 2002, 178–79, lot 221, now pasted on “a later 
album page.” Its whereabouts are unknown and this author 
has not examined the miniature. 

67. See, for example, the male figure with a hat on the upper left-
hand side, which is closely related to that in the lower-right 
corner in cat. no. 20. The face of the priest in the miniature 
is also similar to the latter.

68. The dimensions of the painting indicated in the auction cata-
logue (14.6 x 13.0 cm) seem to be incorrect, since they sug-
gest an almost square painting, which does not agree with 
the pronounced rectangular form of the illustrated minia-
ture. (If correct, these would diverge too markedly from 
what would be the average dimensions of the painted area 
in the other miniatures in Cleveland.) The stated dimensions 
of the folio (26.0 x 18.7 cm), however, would be more in line 
with those in Cleveland.

69. L20a.
70. Great variations in the miniatures within a single volume 

are to be expected with respect to style, palette of colors 
employed, and artistic quality. However, as in the Cleveland 
Mirʾāt al-quds, miniatures belonging to the same manu-

45. The folios are numbered as they are in the “Order of Folios” 
(Appendix II). 

46. Double-page paintings, though rare, were nevertheless pro-
duced by Akbar’s artists in these same years, as shown by 
Akbar Fights with Man Singh by Dawlat, ca. 1600–1603, in 
the Chester Beatty Library, inv. no. In 03.169; illustrated in 
Wright, Muraqqaʿ: Imperial Mughal Albums, 256–57, cat. 
no. 22. 

47. This is suggested by the fact that a number of paintings in 
the Cleveland Mirʾāt al-quds have been matted together with 
folios of text. This happened whenever a folio with text and 
an illustrated folio belonged to the same sheet of unbroken 
paper. Not surprisingly, museum conservators faced the 
same dilemma as the previous owners and preferred to keep 
unbroken sheets together.

48. Miniatures interrupt these seventy-five folios of text on four 
occasions: fol. 130/cat. no. XXIV; fol. 143/cat. no. XXV; fol. 
156/cat. no. XXVI; fol. 182/cat. no. XXVII.

49. For a discussion of the Crucifixion as a theme in the Mughal 
kitābkhāna, see chapter 3.4.

50. The deposition also deserves some attention, since at least 
three miniatures on the subject are known. For the minia-
ture in the Victoria and Albert Museum, inv. no. IS 133-
1964, fol. 79b, see John Guy and Deborah Swallow, eds., Arts 
of India: 1550–1900 (London, 1990), 71; for the one in the 
Fondation Custodia, inv. no. 988-T.12, see Flores and Vas-
sallo e Silva, Goa and the Great Mughal, 152; and for the one 
in the Cabinet des Dessins, Musées d’art et d’histoire, inv. 
no. 1986-34, see Jasvinder Kaur, Marielle Martiniani-Reber, 
and Francine Besson, L’Esprit de l’Inde dans les collections 
des Musées d’art et d’histoire (Geneva, 1997), 73, cat. no. 34. 

51. Miniatures illustrating The Entombment of Christ are now 
in the Free Library of Philadelphia, inv. no. Lewis O M 92, 
illustrated in Beach, Grand Mogul, 157, cat. no. 55; and in 
the Navim Kumar Collection, illustrated in Pratapaditya 
Pal, Janice Leoshko, Joseph M. Dye III, and Stephen Markel, 
Romance of the Taj Mahal (Los Angeles and London, 1989), 
109, cat. no. 108. 

52. This is valid only for the Cleveland manuscript, since many 
episodes of the Passion and what followed were illustrated 
by Mughal painters as individual works.

53. Koran 4:157.
54. According to Father Jerome, this unillustrated copy was 

embellished “with a golden cross at the beginning; [Salim] 
ordered his best painter to paint a crucifix…and Our Lady 
with the Child Jesus in her arms…”: letter sent by Father 
Jerome, S.J., to Father João Álvares, S.J., Assistant to the 
General, from Agra, September 16, 1603 (ARSI, Goa 46 I, 
fol. 53r).

55. On the Muraqqaʿ-i Gulshan, Gulistan Palace Library, see 
Mohammad-Hasan Semsar and Karim Emani, Golestan Pal-
ace Library: Portfolio of Miniature Paintings and Calligraphy 
(Tehran, 2000), 275, cat. no. 201.

56. St. Petersburg Muraqqaʿ, Library of the St. Petersburg 
Branch of the Institute of Oriental Studies, fol. 53r, pasted 
on the upper part of a folio where the Virgin is portrayed 
kneeling in front of the Crucifixion. See von Habsburg, St. 
Petersburg Muraqqaʿ, 2: pl. 90.
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90. Leach, Paintings from India, 36–39, cat. no. 8.
91. For an illustration of the frontispiece of the Yog Vashisht, 

Chester Beatty Library, Dublin, inv. no. IN 05, copied and 
illustrated in 1602 at Allahabad, see Wright, Muraqqaʿ: 
Imperial Mughal Albums, 226–27, cat. no. 8i.

92. Including that on the frontispiece of a Būstān of Saʿdī, fol. 
1v, copied in Agra in 1014 (1605–6), Art and History Trust 
Collection, Houston, Tex.; illustrated in Milo C. Beach, 
“Persian Culture and Mughal India,” in Abolala Soudavar, 
Art of the Persian Courts: Selections from the Art and His-
tory Trust Collection, with a contribution by Milo C. Beach 
(New York, 1992), 339.

93. Leach, Mughal and Other Indian Paintings, 1:147. Earlier, 
in 1986, Leach had argued that a particular painting was 
not from Allahabad because of the “thick, creamy paint in 
contrast to the thin, bright tints” for which that city was 
known. Leach, Indian Miniature Paintings and Drawings, 
75. 

94. More recently, in 2008, Elaine Wright confirmed that with-
out further studies it is not possible to make generaliza-
tions about the subject. Wright, Muraqqaʿ: Imperial Mughal 
Albums, 75 n. 20.

95. B. B. Johnson, “A Preliminary Study of the Technique 
of Indian Miniature Painting,” in Aspects of Indian Art: 
Papers Presented in a Symposium at the Los Angeles County 
Museum of Art, October, 1970, ed. Pratapaditya Pal (Leiden, 
1972), 139–46, at 140.

96. The text is only visible in the area of the landscape and 
sky. For the portrayal of the Three Kings and their camels, 
either thick and opaque pigments were used or the paint 
was applied in several layers.

97. Letter sent by Father Jerome, S.J., to Father João Álvares, 
S.J., Assistant to the General, from Agra, September 16, 
1603 (ARSI, Goa 46 I, fol. 52v).

98. I am indebted to Milo Cleveland Beach for this information. 
Personal communication, February 2010.

99. Thomas W. Arnold was apparently the first scholar to call 
attention to the subject. See Thomas W. Arnold, Painting 
in Islam: A Study of the Place of Pictorial Art in Muslim 
Culture (Oxford, 1928), new ed. with an introd. by B. W. 
Robinson (New York, 1965); Thomas W. Arnold, The Old 
and New Testaments in Muslim Religious Art (London, 
1932).

100. For more on how Jesus is perceived in Islam, see Anawati, 
EI2, s.v. “ʿĪsā”; Robinson, EQ, s.v. “Jesus.”

101. See Arnold, Painting in Islam, 7.
102. See T. Nagel, EI2, s.v. “Kiṣaṣ al-anbiyāʾ.”
103. See introduction in Muḥammad ibn ʿAbd Allāh al-Kisāʾi, 

The Tales of the Prophets of al-Kisaʾi, trans. and annot. 
Wheeler M. Thackston (Boston, 1978), xviii–xix.

104. Rachel Milstein, Karin Rührdanz, and Barbara Schmitz, 
Stories of the Prophets: Illustrated Manuscripts of the Qiṣaṣ 
al-anbiyāʾ (Costa Mesa, Calif., 1999), 1–2.

105. R. G. Khoury, EI2, s.v. “Wahb b. Munabbih.”
106. Tottoli, Biblical Prophets, 139. 
107. Khoury, EI2, “Wahb b. Munabbih,” 34.
108. Ibid.
109. C. E. Bosworth, EI2, s.v. “al-Ṭabarī.”
110. Al-Ṭabarī, The Ancient Kingdoms, trans. and annot. of 

extracts by Moshe Perlmann, SUNY Series in Near East-

script share a number of almost mandatory characteristics 
regarding matters such as the type of paper and borders 
used, the dimensions of the folio, and the area of the painted 
surface in relation to the folio. The crucial evidence that 
might confirm whether a detached miniature once belonged 
to a certain manuscript is provided by the panel of text on 
the back. Normally, each text panel is contained within bor-
ders identical to the ones in the other folios of text, written 
in the same number of lines, with the same type of script, 
calligraphic style, and color of ink as in other folios of text. 
The text on the back of cat. nos. I, XI, and XVI provided the 
definitive evidence that these miniatures once belonged to 
the Cleveland manuscript.

71. ASI.278–79.
72. According to John Seyller in John Seyller with Konrad Seitz, 

Mughal and Deccani Paintings: Eva and Konrad Seitz Col-
lection of Indian Paintings (Zurich, 2010), 45.

73. Sotheby & Co., London, Fine Western & Oriental Manu-
scripts and Miniatures, July 5, 1965, 16–18, lots 56–63.

74. Confirmed by personal communication with Milo C. Beach, 
November 16, 2007. 

75. Lahore Museum, Ms. 46, acc. no. M-645. See Ali and Ahmed, 
“Mirat-ul-Quds,” 79–91. Of the eleven miniatures, one iden-
tified as Angels Talking about Christ’s Birth does not seem 
to belong to the manuscript (illustrated in Ali and Ahmed, 
“Mirat-ul-Quds,” 83, fig. 65).

76. According to information in the records of the Lahore 
Museum provided by Iffat Ihtisham, the curator in charge 
of manuscripts, “the manuscript has been deliberately 
defaced by a Muslim hand: although most of the figures in 
the miniatures have been washed out, representations of 
Christ, considered one of the Prophets before Muhammad, 
are usually spared, as are the angels.” In “Persian and Urdu 
Illustrated Manuscripts in the Lahore Museum,” Ms. 46 
(acc. no. M-645).

77. For a discussion of these, see Ali and Ahmed, “Mirat-ul-
Quds,” 79–91, and Bailey, “The Lahore Mirat Al-Quds,” 
31–44. 

78. Lahore Museum, Ms. 46 (acc. no. M-645), fol. 79b.
79. Fol. 1v: Chaghatai, “Mirat al-Quds,” 95. Little is known 

about Mirza Kamran and how he acquired the manuscript.
80. Bailey, “The Lahore Mirat Al-Quds,” 33.
81. Bailey, “Jesuit Art and Architecture in Asia,” 355.
82. For some of these see, Som Prakash Verma, Mughal Painters 

and Their Work: A Biographical Survey and Comprehensive 
Catalogue (Delhi, 1994), 299–300.

83. Ibid., 300.
84. Ibid., 42.
85. Jahangir, Jahangirnama, 28.
86. Ibid., 28.
87. Rogers, Mughal Miniatures, 77.
88. Verma, Mughal Painters, 300–301.
89. Identified as The Emperor Akbar Visiting a Hermit. How-

ever, as Leach has remarked (Paintings from India, 36–39, 
cat. no. 8, n. 12), the main figure is recognizable as Salim/
Jahangir. University of Oxford, Bodleian Library, Ms. Douce 
or. A. I, fol. 36v; illustrated in Mughal Miniatures of the 
Earlier Period, Bodleian Picture Book 9 (Oxford, 1953), fig. 
19. 



visualizing the cleveland mirʾāt al-quds 71

134. The Giant Uj and the Prophets Moses, Jesus, and Muham-
mad, Tabriz (?), early fifteenth century. The Nasser D. 
Khalili Collection of Islamic Art, London, acc. no. MSS 620. 

135. Moses and Jesus nevertheless occupy secondary positions 
in comparison with Muhammad; this is clearly a way to 
present Muhammad as “the seal of the Prophets.”

136. Herat or Samarqand, ca. 1430. Bibliothèque nationale de 
France, Paris, Ms. Supplément (henceforth Suppl.) turc 190. 

137. Bibliothèque nationale de France, Ms. Suppl. turc 190, fol. 
5v; illustrated in Marie-Rose Séguy, ed., The Miraculous 
Journey of Mahomet: Mirâj nâmeh; Bibliothèque nationale, 
Paris (Manuscrit Supplément turc 190), trans. (from Arabic) 
Mīr Haydar; trans. (from French) Richard Pevear (New 
York, 1977), pl. 4.

138. For the list of manuscripts examined, see Milstein, Rüh-
rdanz, and Schmitz, Stories of the Prophets, 2–3.

139. It has been suggested that the impetus for such works was 
a vanished manuscript illustrated for Shah Tahmasp (r. 
1525–76), who sponsored some of the most sumptuous and 
influential manuscripts ever produced in Iran. Ibid., 65–66.

140. For the authors and their works, see ibid., 10–15.
141. Keir Collection, Ham, Ms. K, fol. 244a; illustrated in Mil-

stein, Rührdanz, and Schmitz, Stories of the Prophets, fig. 18.
142. Topkapı Palace Library, Istanbul, Ms. B, fol. 207b, and Ms. 

H. 1227, fol. 173b; illustrated in Milstein, Rührdanz, and 
Schmitz, Stories of the Prophets, figs. 18 and 62, respectively.

143. Koran 19:22–26.
144. Qiṣaṣ al-anbiyāʾ, second half of the sixteenth century, 

Chester Beatty Library, Ms. Per 231, fol. 227; illustrated in 
Arnold, Painting in Islam, pl. XXV.

145. On how to use such texts, see H. Massé, EI2, s.v. “Fāl-nāma.” 
See also Massumeh Farhad and Serpil Bağci, Falnama: The 
Book of Omens (Washington, D. C., 2009), esp. 19–39.

146. Metropolitan Museum of Art, New York, inv. no. 50.32.1; 
illustrated in Armen Tokatlian, Falnamah: Livre royal des 
sorts (Montreuil, 2007), cat. no. 22. It is unclear whether 
the veiled and haloed figure portrayed is, in fact, Jesus who, 
according to the Koran 5:110, was known to have “put life 
into the dead.” It is also uncertain whether the resurrected 
figure is Lazarus, since he is not specifically mentioned in 
the Koran.

147. Fālnāma, Ottoman Turkey or Safavid Iran, Topkapı Palace 
Library, Istanbul, Ms. H. 1703, fol. 32b; illustrated in Farhad 
and Bağci, Falnama: The Book of Omens, 111, cat. no. 18.

148. Niẓāmi Ganjavī, Makhzanol Asrār = The Treasury of Myster-
ies, trans. Gholām Hosein Dārāb (London, 1945), discourse 
10, 198–99.

149. Khamsa of Nizami, Bodleian Library, Unversity of Oxford, 
Elliot 192, fol. 22b; Biliothèque nationale de France, Paris, 
Suppl. Persan 1111, fol. 20; British Museum, London, Add. 
Ms. 6613, fol. 19b; illustrated in Arnold, Painting in Islam, 
pls. 27a, 27b, and 28, respectively. 

150. British Museum, London, Add. Ms. 6613, fol. 19b; illustrated 
in Arnold, Painting in Islam, pl. 27b.

151. Arnold, Painting in Islam, 102.
152. Chester Beatty Library, Dublin, Ms. 414; Topkapı Palace 

Museum Library, Istanbul, Ms. H. 1321; Türk ve İslâm 
Eserleri Müzesi, Istanbul, Ms. 1973. See Fetvacı, “Viziers to 
Eunuchs”.

ern Studies, Bibliotheca Persica 4, The History of al-Ṭabarī 
= Tārīkh al-rusūl wa’l-mulūk (Albany, 1987), 112–25.

111. D. M. Dunlop, EI2, s.v. “Abū ʿAlī Muḥammad b. 
Muḥammad al-Balʾamī.”

112. For more on the Qiṣaṣ al-anbiyāʾ, see Nagel, EI2, s.v. “Kiṣaṣ 
al-anbiyāʾ.”

113. British Museum, London, Ms. Or. 3054.
114. al-Kisāʾi, Tales of the Prophets, 326–36.
115. al-Bīrūnī, al-Āthār al-bāqiya ʿ an al-qurūn al-khāliya, Edin-

burgh University Library, Ms. Arab 161.
116. The Annunciation, Edinburgh University Library, Ms. Arab 

161, fol. 141b; illustrated in Priscilla Soucek, “An Illustrated 
Manuscript of al-Bīrūnī’s Chronology of Ancient Nations,” 
in The Scholar and the Saint: Studies in Commemoration of 
Abu’l-Rayhan al-Bīrūnī and Jalal al-Din al-Rūmī, ed. Peter 
J. Chelkowski (New York, 1975), 149, fig. 22.

117. The Baptism of Jesus, Edinburgh University Library, Ms. 
Arab 161, fol. 140b; illustrated in Soucek, “An Illustrated 
Manuscript,” 146, fig. 21.

118. A close observation reveals that the bird seems to be a para-
keet instead of a dove, while John does not pour water on 
Jesus’s head but is depicted helping him dress. The latter 
miniature finds interesting parallels with that in Cleveland 
(John the Baptist Recognizes Jesus While Teaching, cat. no. 
XII), since neither illustrates the key moment of the narra-
tive. 

119. Isaiah’s Prophecy of Muhammad, Edinburgh University 
Library, Ms. Arab 161, fol. 10b; illustrated in Soucek, “An 
Illustrated Manuscript,” 108, fig. 2.

120. Isaiah 21:6–9. For a discussion, see Soucek, “An Illustrated 
Manuscript,” 107–9.

121. Koran 33:40.
122. See Blair, Compendium of Chronicles, esp. 90–108. 
123. The Nasser D. Khalili Collection of Islamic Art, London, 

acc. no. MSS 727, fol. 45; illustrated in Blair, Compendium 
of Chronicles, 80, fig. 45.

124. The Nasser D. Khalili Collection of Islamic Art, London, 
acc. no. MSS 727, fol. 59.

125. The Nasser D. Khalili Collection of Islamic Art, London, 
acc. no. MSS 727, fol. 34; illustrated in Blair, Compendium 
of Chronicles, 79, fig. 43.

126. Edinburgh University Library, Ms. 20, fol. 24a; illustrated 
in Arnold, Painting in Islam, pl. XXIVb.

127. Edinburgh University Library, Ms. 20, fol. 44a; illustrated 
in Blair, Compendium of Chronicles, 68, fig. 33.

128. The Nasser D. Khalili Collection of Islamic Art, London, 
acc. no. MSS 727, fol. 5; illustrated in Blair, Compendium 
of Chronicles, 69, fig. 34.

129. The Nasser D. Khalili Collection of Islamic Art, London, 
acc. no. MSS 727, fol. 6; illustrated in Blair, Compendium 
of Chronicles, 70, fig. 35.

130. Muḥammad b. Khāvandshāh Mīr Khvānd, The Rauzat-
us-safa, or Garden of Purity, trans. E. Rehatsek and ed.  
F. F. Arbuthnot, 2 pts. in 5 vols. (London, 1892–93), pt. 
1, The Histories of Prophets, Kings, and Khalifs, vol. 2, pp. 
157, 159, and 160.

131. Ibid., 149.
132. Ibid., 161.
133. Mīrkhvānd, Rauzat-us-safa, 168; Koran 5:110, 5:112.



chapter three72

Beatty Library, T. 419; vol. 5 is missing. 
159. Niẓāmi, Makhzan al-asrār (Treasury of Mysteries), dis-

course 10, 198–99.
160. Rumi also makes frequent allusions in his various works to 

a number of Biblical prophets, including Jesus. In one of 
his discourses, he uses a tale involving Jesus to reinforce its 
didactic tone. See Maulana Jalāl al-Dīn Rūmī, Signs of the 
Unseen: The Discourses of Jelaluddin Rumi, trans. Wheeler 
M. Thackston (Putney, Vt., 1993), discourse 10, 43–44.

161. Saʿdi also uses numerous Biblical figures in his stories, 
namely, Adam, Moses, Solomon, Jesus, and John the Baptist. 
In the Būstān, Jesus, for example, is used in a tale denounc-
ing the idea that a pious man’s devotion may be of a lesser 
consequence than that of a sinner fearful of God: “Jesus, the 
Self-righteous Man, and the Sinner,” in Saʿdī, Morals Pointed 
and Tales Adorned: The Būstān of Saʿdī, trans. G.M. Wick-
ens (Toronto, 1974), chap. 4, story 65, pp. 124–27. This last 
story must have appealed to the Mughal mind because it was 
illustrated at least once: Jesus and the Arrogant Hermit, in 
a courtly copy, dated 1014 (1605–6), of the Būstān of Saʿdī, 
fol. 101v, Art and History Trust Collection, Houston, Tex.; 
see Beach, “Persian Culture,” 346, cat. no. 137k.

153. For an illustration of The Ascension of Christ in the copy 
from 1583 in the Türk ve Islam Eserleri Müzesi, Ms. 1973, 
fol. 40a, see David J. Roxburgh, ed., Turks: A Journey of a 
Thousand Years, 600–1600 (London, 2005), 457–58, cat. no. 
319.

154. See C. G. Fisher, “The Pictorial Cycle of the ‘Siyer-i Nebi’:  
A Late Sixteenth Century Manuscript of the Life of Muham-
mad” (PhD diss., Michigan State University, 1981), 33–35; 
Zeren Tanındı, Siyer-i Nebî: İslam Tasvir Sanatında Hz. 
Muhammed’in Hayatı (Istanbul, 1984). 

155. Mazhar Şevket İpşiroğlu, Masterpieces from the Tokapi 
Museum: Paintings and Miniatures (London, 1980), 116–17.

156. Siyer-i Nebī, ca. 1594, Topkapı Palace Museum Library, 
Istanbul, Ms. H. 1221-23; illustrated in Emel Esin, Turkish 
Miniature Painting (Rutland, Vt., and Tokyo, 1960), 14–15, 
pl. 4.

157. Siyer-i Nebī, ca. 1594, Topkapı Palace Museum Library, 
Istanbul, Ms. H. 1221-23; illustrated in Esin, Turkish Min-
iature Painting, 20–21, pl. 7.

158. Vols. 1, 2, and 6 are now in the Topkapı Palace Museum 
Library, Istanbul, Ms. H. 1221-3; vol. 3, the New York Public 
Library, Spencer Collection 157; vol. 4 (incomplete), Chester 


