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Cat. no. I
The Birth of Mary
Private collection in Europe (1)
Overall: 26.4 x 15.6 cm
Painting: 16.2 x 9.2 cm

According to Father Jerome’s text, Mary “was of noble 
stock of the lineage of the prophet David,”1 justifying, 
therefore, the crown on Saint Anna’s head. The opu-
lence of the interior, the various servants, and the gold 
vessels convey to the viewer the noble and “wealthy”2 
status of Mary’s family, as described by the Jesuit. Baby 
Mary is portrayed with a halo, for she “will be, from 
the time she appears in the womb, filled with the Holy 
Ghost,”3 and the future mother of the Messiah, “the 
savior of the world.”4

The Birth of Mary,5 one of the few miniatures in 
this copy of the Mirʾāt al-quds to be fully completed, 
reveals the superior skills of some of the artists involved 
in its illustration. The richness and amount of detail are 
impressive. Gold was extensively used to render most of 
the details, from the elegant scrolling on the lapis car-
pet to the trelliswork on the curtain and the geomet-
ric pattern of the tiled floor. Various elements betray a 
Western influence, for example, the heavy shading on 
the faces of the figures, the columns featuring pseudo-
Corinthian capitals, and the two large curtains that 
frame the scene.

4.1. CAT. NOS. I–XXVII
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Cat. no. II
Mary Ascends the Stairs to the Temple
Cleveland Museum of Art, John L. Severance Fund, 
2005. 145.24
Overall: 26.2 x 15.4 cm
Painting: 22.1 x 9.5 cm

“When blessed Mary was three years old, on Friday, 
the twenty-first of November,”6 her parents took her 
to the temple to be educated. The painter illustrates the 
moment when, under the gaze of her mother, as well 
as an agitated crowd, Mary ascended in great paces the 
steps that would lead her to the high priest “above the 
door”7 of the temple. “There were fifteen steps up, and 
it was the custom that when a child was brought, the 
priests would read a chapter from the Psalms as the 
child placed her foot on each step.”8 According to the 
tradition, the fifteen steps were intended to represent 
the so-called Fifteen Gradual Psalms,9 thought to have 
been sung during annual pilgrimages to Jerusalem. The 
depiction of what seems to be a fifteen-step staircase 
reveals the artist’s determination to adhere to the story. 
He also managed to convey the sense of action in Father 
Jerome’s words: “as soon as she placed her foot on the 
first step, [Mary] took her hand away from the person 
who was holding it and, without looking in any direc-
tion, went directly up, without stopping anywhere. All 
were astonished.”10 This symbolizes Mary’s eagerness 
to enter the service of God, who took the “place of her 
mother and father and everything else.”11 

The same episode is also illustrated in the Lahore 
manuscript (fig. 4.1). Both paintings share the same 
basic composition, but stylistic differences suggest 
that the miniatures are not by the same author.12 The 
man running to the stairs in the Cleveland miniature 
is replaced by a Jesuit in the Lahore version, while the 
extraordinary rocky outcrops forming human and ani-
mal grotesques (fig. 3.11) do not appear in the latter 
image. The story of the presentation of Mary in the tem-
ple derives not from the canonical Gospels but from 
apocryphal texts such as the Protoevangelium of St. 
James,13 the Gospel of Pseudo-Matthew,14 and the Gos-
pel of the Nativity of Mary.15 

Fig. 4.1. Mary Ascends the Stairs to the Temple. Opaque 
watercolor and ink on paper. From the Mirʾāt al-quds, 
Mughal school, ca. 1605. Lahore Museum, Ms. 46 (acc. no. 
M-645), fol. 8b. (Photo: courtesy of the Lahore Museum)
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Cat. no. III
The Flowering of Joseph’s Rod
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.1
Overall: 26.2 x 15.0 cm
Painting: 18.7 x 8.6 cm

This little-known episode is not part of the New Tes-
tament and was only occasionally illustrated in the 
West.16 According to apocryphal sources, Mary’s hus-
band was selected through divine intervention.17 Father 
Jerome writes that God said, “Let all unmarried men 
of the lineage of David assemble in the temple, and let 
every one of them have his staff in his hand. Him whose 
staff blossoms and gives forth flowers…will marry to 
Mary.”18 The viewer is able to identify Joseph as being 
“of the same lineage as the girl, that is, the lineage of the 
prophet David,”19 not because he is holding a flowering 
staff but because he is portrayed showing great aston-
ishment while observing what one presumes to be his 
rod flowering. To convey Joseph’s surprise, the artist 
adopted various artifices. Joseph is depicted adopting 
a reverential stance, while the darker area surrounding 
his profile skillfully suggests the movement of his head. 
It is, nonetheless, Joseph’s hat, just about to touch the 
ground, that discloses the immediacy of the miracle. 

The artist did not follow the text exactly, since he por-
trayed seven men kneeling in a courtyard and facing 
their respective rods, which are shown resting against a 
wall. Recalling a common Muslim practice, the men are 
depicted without shoes because “they had finished their 
prayers.”20 Some press their palms together whereas 
others raise up their open arms, following what appar-
ently was both Christian and Muslim custom. Of note 
is the wall with a niche that recalls a mihrab.21 The fig-
ures are dressed in Portuguese fashion but wear types 
of hats alien to their costumes. The long, very thin staffs 
of Joseph’s companions may seem too stylized, yet fig-
ures leaning on similar staffs22 are depicted in a second 
miniature of this manuscript (cat. no. XXI), as well as 
in miniatures from the late sixteenth and seventeenth 
centuries.23 
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Cat. no. IV
The Annunciation24

Cleveland Museum of Art, John L. Severance Fund, 
2005.145.2
Overall: 26.2 x 15.4 cm
Painting: 20.5 x 10.2 cm
Published: Bailey, “Jesuit Art,” 351, fig. 10.34.

As his counterparts in Europe had done for centuries, 
the painter selected key elements of the narrative, creat-
ing a highly original composition. “When Gabriel came 
down, he did not come alone but with many angels, yet 
where the Virgin was he appeared alone. The Virgin 
was in her private chamber with the door closed, occu-
pied with worshiping God and preoccupied with lofty 
thoughts.”25 The painter used Father Jerome’s words 
to describe Gabriel but ignored a second reference to 
a door: “The Virgin was in these thoughts when all of 
a sudden the Angel Gabriel came through the door 
in the form of a handsome, pure young man of grave 
demeanor and filled with light. He knelt before her, 
[and] cast his gaze to the ground….” 26 Mary is por-
trayed sitting on a rich carpet in a state of bliss under 
a pseudo-Renaissance canopy, rather than in a closed 
room as described. 

Her queenly status is revealed by the crown that 
a servant holds above her head. The moment of the 
Annunciation is witnessed by two females, who seem 
to be discussing the appearance of the graceful Gabriel, 
shown kneeling in front of Mary. His jeweled belt is 
painted in relief and with great detail, but more sur-
prising are his wings, one of which the painter bent to 
make sure they both fit in the limited space available. 
The wings are made up of a combination of colors that 
blend into one another and show a masterly command 
of the gouache technique.27 As with the previous minia-
tures, The Annunciation of the Cleveland Mirʾāt al-quds 
was fully completed. 
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the way carrying a European sword. The figure in front 
of the ox imitates Joseph’s movements and also bears 
a similar type of sword. According to Father Jerome, 
“they also had a cow [depicted here as an ox] that car-
ried their belongings and which Joseph would sell and 
use the money for their travel expenses.”33 

A number of odd characters accompany them, 
among them a frail old man, another man carrying his 
belongings on his head, and a third one with Eastern 
facial traits. Above the head of the last one, at a distance 
and next to a lightly drawn well appears an almost phan-
tasmagorical figure. The light green landscape features 
a fantastic rocky mountain in the back, and an almost 
white “winter” sky suggests an attribution to Salim Quli, 
who was known for his “low-lying, softly coloured land-
scape forms punctuated with insubstantial, honeycomb 
rocks.”34 The landscape seen here is very similar to those 
in cat. nos. XV and XIX, as well as in A Royal Hunt, in 
a Dīwān of Amir Hasan Dihlawi, illustrated in 1602 for 
Prince Salim while he was at Allahabad.35

According to Seyller, Salim Quli was also known for 
producing “stiff figures” with “broad faces,” similar to 
those seen in this miniature, though Mary’s face is dis-
tinct.36 This may indicate that a different artist, possibly 
the author of cat. no. I, was also involved in its making. 
Salim Quli is known to have worked for Prince Salim 
in Allahabad before his accession to the throne.37 He 
contributed to the illustration of a Raj Kunwar, now 
in the Chester Beatty Library,38 and participated in the 
illustration of an Anvār-i Suhaylī, which is in the Brit-
ish Library.39

Cat. no. V
Mary and Joseph Travel to Bethlehem
Attributed here to Salim Quli
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.3
Overall: 26.2 x 15.6 cm
Painting: 20.8 x 10.8 cm

Following Julius Caesar’s decree, the Roman governor 
Cyrenius “heralded throughout Israel that every person 
would present himself in his city at a specified time and 
register.”28 Mary and Joseph are therefore portrayed 
on their way to “Bethlehem, which was their city and 
that of all descendants of David, whose birthplace that 
city was.”29 Of note is Father Jerome’s emphasis on the 
Davidic royal descent of Mary, and hence of Jesus. 

The miniature is dominated by a large panel of text 
in the upper section. Mary is portrayed riding a camel 
instead of the traditional ass. This deviation from the 
standard Western iconography was not a display of the 
artist’s creative reimagining of the scene; rather, Father 
Jerome did not specify what type of animal carried Mary, 
stating only that she “rode a pack beast,”30 understood 
by the Mughal painter to be a camel. Mary is realistically 
portrayed as an exhausted woman who “suffered espe-
cially because her son was going to be born any day.”31 
The bent trees convey the harsh conditions of the jour-
ney: “Along the way they suffered from the wind, rain, 
and cold because it was winter and from the length of 
the road, their lack of supplies, and the press of people 
who were going for that purpose.”32 Joseph, dressed in a 
dark green cape with buttons and borders in gold, leads 
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and Joseph’s expenses (see also cat. no. V). The camel 
used to carry Mary from Jerusalem bears a typically 
Indian bed, while she cleans the walls with some curi-
ous peacock feathers. Outside, three male figures are 
shown talking with each other. The Westerner with the 
open arms might be Joseph, while the one facing him, 
probably the innkeeper, is one of the few figures in the 
manuscript dressed in full Mughal fashion.48 
 This specific composition seems to have inspired a 
smaller miniature signed by Masʾud Deccani and iden-
tified as The Inn at Bethlehem, ca. 1604–10; it is now in 
the Victoria and Albert Museum (fig. 4.2).49 Whether 
the latter is a copy of the former remains unclear, but 
it seems to be poorer in quality than the miniature 
discussed here. The fact that Masʾud Deccani colored 
Mary’s mantle pink instead of the mandatory blue indi-
cates that he was less aware of the iconographic canons 
observed by the Cleveland painter.50

Cat. no. VI
The Place of Jesus’s Birth
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.4
Overall: 26.3 x 15.7 cm
Painting: 22.4 x 10.9 cm

The circumstances surrounding the birth of Jesus are 
only briefly narrated by the evangelists Matthew and 
Luke.40 Through time, however, they became the basis 
for many versions of the event. Father Jerome’s long 
and fanciful description of the scene surrounding the 
Nativity is therefore not surprising, yet the miniature 
that it inspired is extremely unusual. 
 The account fulfills the prophecy that the Messiah 
would be born in Bethlehem, which was David’s birth-
place, stressing again the kingly descent of Jesus.41 
Because the local inn had no room, “they had to put 
up in the stable.”42 Rather than depict a shelter for 
animals, the painter seems instead to have created the 
“small, lowly, out-of-the-way, crumbling hovel outside 
the city”43 described by Father Jerome. Mary’s figure 
is immediately recognizable by her vestments and the 
gold rays surrounding her head, yet her actions and 
those of the individuals around her cannot be under-
stood without the accompanying text: “They swept out 
the place, cleaned it up, put their chamber in order, and 
got to work in earnest and decided to stay there in all 
joy, harmony, and contentment with God.”44 Again, the 
artist made selective use of the parts of the text he chose 
to portray. Joseph, for example, is not shown cleaning, 
but seems instead to be standing outside the walls. The 
painter focuses his attention—and that of the viewer—
on Mary, just as Father Jerome does in his narrative. 
He tries to capture the idea conveyed in the text that 
Mary was not experiencing an ordinary birth but one 
that happened “by a special inspiration from God”:45 
according to Father Jerome’s narrative, “she gave a 
thousand thanks for God’s will that what would come to 
light and what she had kept hidden was for the salvation 
of the world, and for his having chosen for her a poor 
place without shelter in such misery and destitution.”46 
This was done so that “he might teach by example to 
choose poverty, humility, and servitude.”47  
 The two fine arches confer on the miniature a dis-
tinctively Western character. According to the text, the 
accompanying ox was meant to be sold to pay for Mary 

Fig. 4.2. The Place of Jesus’s Birth, signed by Masʾud Deccani. 
Opaque watercolor and ink on paper, 7.5 x 4.1 cm. From the 
Mirʾāt al-quds, Mughal school, ca. 1605. London, Victoria 
and Albert Museum, inv. no. IS 170-1950. (Photo: courtesy 
of the Victoria and Albert Museum)
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important figure in a work. Mary distinguishes herself 
from:

all women in that she was a virgin who was also a mother 
and she was a mother who remained a virgin. As the 
son combined two quite contradictory things in himself, 
divinity and humanity, so also were motherhood and 
virginity combined in his mother, something that had 
never occurred in any creature before.55 

The colors of her clothes stand out here: instead of a reg-
ular rose-pink color, her robe is yellow.56 The blue color 
of her mantle, however, follows standard iconography. 
A diaphanous white cloth covers the water container, 
which sits on a four-legged stand made from various 
pieces of wood, as revealed by the visible joints. The 
two books on the pavement have Western-style bind-
ings, though these are ornamented with what might be 
interpreted as Islamic patterns. As discussed earlier, 
books were standard elements in many other Mughal 
paintings that illustrated Christian themes or depicted 
Westerners. This seems to have been a direct reference 
to the idea of the “People of Book,” which included 
Christians. 
 Like other miniatures in the Cleveland Mirʾāt al-quds, 
The Adoration of the Shepherds was never completed.57 
The geometric pattern on the dais was drawn but not 
colored, and the black carpet was meant to be orna-
mented, as in cat. no. IV. This is corroborated by the 
unexpected lack of ruling. One of the shepherd’s feet was 
drawn in pencil but never painted, because it extended 
beyond the border. Likewise, the extremities of Mary’s 
robe do not respect the limits of the area to be illus-
trated, confirming that the ruling was never done, which 
is rather puzzling, since rulings are normally made in a 
mechanical manner and do not require special skills. It 
would seem that the illustration of both this miniature 
and the manuscript was abruptly abandoned. 

Cat. no. VII
The Adoration of the Shepherds
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.6
Overall: 26.2 x 15.6 cm
Painting: 19.8 x 11.3 cm
Published: Bailey, “Jesuit Art,” 351, fig. 10.35.

Again, without the accompanying text, the theme of 
the miniature would easily be misunderstood, since 
the painter portrayed the four male figures meant to 
be shepherds (and perhaps Joseph) but dressed them in 
unlikely costumes.51 Father Jerome’s words are, never-
theless, clear: after Gabriel appeared to the shepherds, 
“they went in haste and saw Mary and Joseph and found 
the babe in the manger. Seeing him, they realized that he 
was the Messiah, and they understood that he was the 
one of whom the angel had spoken.”52 Another appar-
ent narrative element that the painter disregarded con-
cerns Joseph who, in contrast to cat. no. VI, has been 
omitted or seems to be the fourth shepherd. Again, the 
focus is on the Virgin and Child, this time being adored 
by the shepherds. 
 The setting depicted in the miniature is also peculiar. 
Instead of portraying the stable or dilapidated hovel 
mentioned in the text, the painter opted for a rather 
impressive building characterized by a unique combina-
tion of balustrade pillars featuring Ionic capitals.53 The 
painter may have taken these creative liberties with the 
scenery thinking that Jesus, as the founder of Christi-
anity and a prophet of Islam, should be portrayed in 
a more suitable setting and adored by more affluent-
looking people.54

 The size of Mary’s figure is significantly exaggerated 
in comparison with those of the shepherds. This is a 
standard formula often used by artists in both Western 
and Eastern schools of painting to represent the most 
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them, and its brilliance was such that they could see it 
despite the sun.”62 

The figures are well integrated into the composition 
and by their gaze and gestures indicate the shining yel-
low star mentioned in the text and carefully depicted in 
the painting. It seems that various artists were involving 
in the making of this miniature, since each of the three 
Magi has a distinct and individual expression, while 
the landscape is less mature than most of the others in 
the Cleveland Mirʾāt al-quds. Like most of the figures 
in this manuscript, the three kings are dressed in Por-
tuguese costumes, emphasizing that they believed in 
Jesus. Their daggers, however, are inspired by an Iranian 
model adopted by the Mughals. Such anachronisms, 
which are also seen in many other Mughal miniatures 
illustrating Christian subjects, “updated” the stories for 
contemporary Mughal audiences. 

As mentioned earlier, Leach has noted that Salim’s 
painters often did not have access to the best pigments.63 
This would explain why the text on the reverse may be 
seen in a number of paintings, including this one. How-
ever, the text is only visible on parts of the landscape 
(the yellow and green areas), indicating, therefore, that 
fewer coats were applied in those areas. 

Cat. no. VIII
The Magi Follow the Star
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.5
Overall: 26.3 x 15.6 cm
Painting: 20.6 x 11.0 cm

According to Father Jerome, the prophecy that a new 
star would appear with the coming of “a messiah king 
of Israel…made many people in the land of the Arabs, 
which was east of Jerusalem, wonder.”58 He describes 
how “in search of the infant, three kings who had set 
out from the east in all haste,” followed “the star that 
rose on the day of” his birth.59 According to the Jesuit, 
“when Jesus was born there appeared in the sky an 
extremely brilliant star that was so bright and beauti-
ful.”60 The reference to the three kings of Arabia—where 
“the twelfth Apostle, Thomas by name, went” to preach 
“the Gospel of Christ”61—alludes to pre-Muslim Arabs, 
an example of how Father Jerome adapted the episode 
to his Mughal audience. 

The painter illustrated the moment when the Magi 
“met by chance and informed each other of their quest, 
and they set out on fleet-footed camels with the star they 
had seen guiding them. Day and night it went before 
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out a note of humor, that they have just arrived, while 
the other two camels eagerly stare at the nearby pair of 
water containers. 
 The central element of the composition is the infant 
Jesus in a rocking cradle. At his side, a young Mary 
prays, seated in Indian fashion, while Joseph seems to 
gesture to the kings that this is indeed the baby whom 
they seek. The two books near Mary are also seen in 
cat. no. VII, but the author of the miniature has disre-
garded the setting described by Father Jerome. Instead 
of a stable in poor condition, he has created two build-
ings. He clearly had difficulties in rendering perspective, 
but the dented wall of the entrance on the right and the 
curious geometric structure on the roof suggest that 
he tried to depict the crumbling building described. 
The combination on the friezes of a variety of oranges 
and browns with purples and also yellows and greens, 
is rather original. The interrupted lines surrounding 
the arched entrances and the railings on top of the 
main building also appear in other miniatures of the 
Mirʾāt al-quds (cat. nos. VII and XXV). 
 The subject of the Magi venerating Jesus was not 
unknown at the Mughal court. In 1600, in prepara-
tion for Christmas, Father Pinheiro built a presepium 
(Nativity scene) on the altar of their church at Lahore. 
The Jesuits made and displayed various figures of the 
Old and New Testaments, including the “better known 
prophets” and “the three wise Kings” who adored 
“Jesus-Christ, God and Man.”68 Interestingly, Jahangir 
had the opportunity to admire an oil on canvas of Our 
Lady and the Adoration of the Magi by, almost certainly, 
an Italian painter. This was apparently sent to Jahangir 
by Father João Álvares, S.J., Assistant of Portugal, in 
Rome,69 yet it could not have influenced the illustration 
of the miniature, since it only reached the court around 
1608.

Cat. no. IX
The Adoration of the Magi
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.7
Overall: 26.3 x 16.7 cm
Painting: 22.7 x 12.2 cm
Published: Sotheby’s, London, Arts of the Islamic World 
Including 20th Century Middle Eastern Painting, May 
3, 2001, 76, lot 74; Bailey, “Jesuit Art,” 352, fig. 10.36.

The three kings are depicted in Bethlehem in a “humble” 
and “miserable place in ruins, ill suited as shelter. At this 
point, Joseph came up to them, and when they asked 
him, he told them that the child was there.”64 When 
“they saw a girl around fifteen years old… they insisted 
that she show them the blessed child whom they had 
come from far away, led by the star, to see and wor-
ship.”65 As depicted by the painter,

as soon as their gazes fell upon the child’s blessed face, 
they recognized by God’s special inspiration that this 
was the one they were seeking. They fell on their faces 
and prostrated themselves before him as they would to 
their lord and worshipped him in all humility.66 

The gifts mentioned were omitted but two of the kings’ 
crowns are depicted on the floor “because they had 
abandoned their kingdoms and given everything to the 
poor that they might live better in a state of poverty for 
the King of Kings, whom they had seen in such pov-
erty, which he had chosen for the sake of men and to 
teach them.”67 In terms of physical appearance as well as 
their costumes, the three Magi do not differ significantly 
from the shepherds portrayed in cat. no. VII. They are, 
nonetheless, distinguished by the two crowns and the 
three camels that carry them (highlighting their Arab 
origin), as seen in cat. no. VIII. The tongue of one of 
the animals hangs out to the side, indicating, not with-
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ing to his needs: instead of looking at the viewer, the 
Virgin looks at Simeon. The latter figure, with his arms 
crossed on his chest, is also reproduced after a relatively 
common Catholic model. A kneeling figure of an old 
man in this same position is seen, for instance, in Jesus 
Cures Ten Lepers, an engraving reproduced in Nadal’s 
Imagines/Adnotationes (fig. 3.5).77 

The representation of the old temple with its two 
frontal pillars seems to derive exclusively from the art-
ist’s imagination. At the top of each pillar, immediately 
below an arch, appears a spandrel with a carved, coiled 
dog. At the bottom of the left column, a minute carved 
figure appears to reproduce Simeon’s position, though 
it seems to be exclusively decorative, as are the blue 
and white ceramic vases on the niches within the tem-
ple and the dragon-handled brown vase outside. One of 
the four male figures is dressed in garments inspired by 

Cat. no. X
Simeon Kneels in front of Mary and Jesus after Recogniz-
ing Them
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.8
Overall: 26.2 x 15.7 cm
Painting: 21.3 x 12.6 cm
Published: Sotheby’s, London, May 3, 2001, 77, lot 75; 
Bailey, “Jesuit Art,” 352, fig. 10.37.

The text describes Simeon as an old priest as well as a 
“wise man and teacher of the Jews,” who “gave lessons 
in God’s books in a school in Jerusalem.”70 After read-
ing that “the virgin shall conceive and bear a son,”71 
an angel appeared to him predicting that he would see 
with his “own eyes the Virgin and the Christ.”72 The 
scene takes place in the temple of Jerusalem, where “he 
recognized them and went to Mary and spoke to her, 
congratulating her, in all politeness and with tears in 
his eyes, for such a blessed child, and he began to offer 
praise in thanks for having his hopes fulfilled.”73 

Although Father Jerome does not state specifically 
that Simeon kneeled in front of the Virgin and Jesus, it 
is plausible that the painting illustrates instead a later 
moment when, “in the manner of priests,”74 Simeon 
informed the Virgin that Jews, among others, “would 
lie in wait for him to kill him.”75

As mentioned earlier the artist incorporated into 
the composition two preexisting elements of West-
ern origin. The central group of the Madonna and 
child is ultimately based on the Salus Populi Romani  
(fig. 3.7), a celebrated painting in the Borghese Cha-
pel at the Basilica of Santa Maria Maggiore in Rome, as 
discussed in chapter 3.1. Of interest is a miniature in 
the Lahore copy of the Mirʾāt al-quds, where the Salus 
Populi Romani is reproduced behind an altar, while a 
group of devotees is portrayed within a chapel.76 These 
reproductions tend to vary and are not always faithful to 
the original. Here, for instance, the infant is not holding 
a book, as in the original model. The paintings neverthe-
less share specific features, including the characteristic 
position of the Virgin’s hands: crossed over, with a cloth 
in the left one. And, like here, her blue mantle covers her 
head according to the Byzantine fashion. The painter of 
the Cleveland miniature, however, adapted the paint-

Fig. 4.3. Simeon Recognizes Mary and Jesus at the Tem-
ple. Opaque watercolor and ink on paper, 14.6 x 7.5 cm. 
From the Mirʾāt al-quds, Mughal school, ca. 1605. The 
Suzanne and Gerald Labiner Collection. (Photo: courtesy of 
the Suzanne and Gerald Labiner Collection)
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A second miniature illustrating the same subject, 
now in the Suzanne and Gerald Labiner Collection, 
shows a distinctive interpretation of the episode (fig. 
4.3).81 In this painting, which was formerly in the How-
ard Hodgkin Collection, Simeon is standing at the door 
of a Western-type building welcoming the Virgin and 
Child. The pair was also inspired by the Salus Populi 
Romani, though it is more freely adapted. The painting 
shows strong Western influence visible mainly in the 
type of arches, the red curtain, and the attempt to con-
vey perspective. Although the composition is simpler 
than that of the Cleveland miniature, it may be attrib-
utable to the same period. 

Jesuit garb, though they are colored red and yellow. He 
and the figure climbing the stairs are portrayed hold-
ing books. They are meant to be “Jewish scholars in the 
temple,”78 while the books seem to refer to the Scrip-
tures, “God’s books,”79 from which Simeon read the 
prophecy. The figure on the left feeding a dog a bunch 
of grapes is noteworthy since grapes (and wine) are, in a 
Mughal context, normally associated with Christians.80 
The many details in the composition, as well as the type 
of figures and their positions—particularly the way the 
heads are positioned in relation to the body—are sim-
ilar to those in cat. no. XXVII, suggesting that they are 
by the same painter. 
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a prophet of Islam, as Muslims acknowledge John the 
Baptist to be, should be portrayed with dignity and not 
emaciated and humbly dressed. The nearby attendant 
depicted with a cloth acts as a flywhisk bearer, suggest-
ing that he was regarded as a high-ranking figure, since 
in India such treatment is reserved exclusively for mon-
archs and rulers. 

John the Baptist is seen preaching to “people of all 
sorts [who] came flocking to him, soldiers, merchants, 
farmers, the learned, priests, and property owners,” giv-
ing “advice to each in accordance with his condition.”84 
However, he is shown inside a house and not far from 
a city. This again contrasts with the text, which places 
him on the shores of the Jordan river.85 Curiously, the 
book in his hands bears what seems to be Arabic script.

Various features indicate that the artist also painted 
cat. no. XXIV and perhaps others as well. In terms of 
position and facial features, John the Baptist’s attendant 
is very similar to the one portrayed behind the Jesuit in 
cat. no. XXIV. Other figures and their costumes find 
parallels with those in cat. no. XIV. The marked lines 
used to depict the hands in both miniatures (excluding 
the figures of Mary and Jesus in cat. no. XIV) are also 
of the same type.

Cat. no. XI
The Preaching of John the Baptist
Private European collection (2)
Overall: 26.3 x 15.7 cm 
Painting: 16.6 x 10.5 cm

The text refers to John the Baptist as the one who 
taught “the people so they would recognize the Mes-
siah.”82 He is described by Father Jerome as wearing 
“clothing of camel’s hair, with a long beard, long hair 
hanging over his body, very thin and lean, his cheeks 
sunken in, a leather girdle around his waist, bareheaded 
and barefoot.”83 Although in physical terms the figure 
at the center of the composition presents similarities 
with that of Jesus, the text as well as the fur coat on 
his shoulders permits us to identify him as John the 
Baptist. Besides depicting the coat, the painter follows 
the text with respect to the portrayal of John the Bap-
tist’s long beard. His hair, however, is not long enough 
to cover his body, as Father Jerome characterized it. 
Likewise, he is not very thin or lean. It is unknown why 
the painter followed certain iconographic aspects and 
ignored others, but it is probable that he thought that 
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recognize him, but he who sent me to baptize with water 
told me that he over whom I would see the Spirit come 
down and rest is he who will baptize with pure spirit. I 
bear witness that this is the Son of God.88

For the Mughals, a Jesuit was synonymous with a 
teacher; this apparently explains why John the Baptist 
is dressed in the Jesuits’ customary black attire, includ-
ing the hat. He is seated on a platform facing a male 
audience and looking at Jesus, who is identifiable not 
only by the dove but also by his traditional long hair and 
beard. He carries a book in one hand and a rosary with 
a premonitory cross in the other. Again, the scene is not 
set on the shores of the river Jordan as in the Biblical 
account but within a typically Mughal courtyard. 

In terms of detail and quality of finishing, the min-
iature is among the finest in the manuscript. Great care 
was put into the decoration of the architectonic ele-
ments, as well as the clothing and accessories. The tiled, 
domed roof on the right, the many niches on the wall, 
and the various types of hats, belts, and garments were 
enhanced by a skillful use of colors. These are varied 
and rich but, more importantly, they are combined in 
a manner that is unusually refined for this manuscript. 
Gold, often punched, was used to confer greater rich-
ness on the composition. 

Cat. no. XII
John the Baptist Recognizes Jesus While Teaching
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.9
Overall: 26.2 x 15.7 cm
Painting: 22.4 x 10.9 cm
Published: Bailey, “Jesuit Art,” 353, fig. 10.38.

This miniature illustrates the moment when John the 
Baptist first recognizes Jesus through the Holy Ghost. 
The iconography is unusual in a Western context but 
closely follows Father Jerome’s words, which are crucial 
to the identification of the theme: 

One day, he [John the Baptist] 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 inspiration 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.86 

When the Baptist recognized Jesus by that sign, he said: 
“This is the lamb of God. This is he who takes away the 
sins of the world,”87 referring to Jesus’s sacrifice on the 
cross, adding in a later moment 

Truly I have seen the Spirit come down from heaven 
in the shape of a dove and hover above him. I did not 
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vestments are related, but the angel in the print holds 
not a tray with food but a large book, and one of his legs 
rests on one of Saint Matthew’s legs. Of Flemish origin 
and datable to circa 1565, the print is known to have 
reached Mughal India later in the century. As Milo C. 
Beach has shown, Kesu Das used it in a signed and dated 
work (1587–88).93 It is, nevertheless, possible that the 
author of the present miniature never saw the afore-
mentioned print but only Mughal paintings based on it. 

Cat. no. XIII
Angels Bring Food to Jesus in the Wilderness
Signed by Muhammad Sharif 
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.15
Overall: 26.3 x 15.6 cm
Painting: 18.8 x 10.5 cm

After Jesus “had been baptized, he spent forty days and 
nights in worship and spiritual exercise. He had no shel-
ter other than the sky from the cold and rain and no bed 
other than the ground. He fasted during this period and 
ate and drank nothing. He was then very hungry.”89 
Satan tempted him in various ways, but after failing 

departed defeated, and nothing remained in that des-
ert. Then angels came down from heaven and brought 
[Jesus] food, and he ate.90 By this, he showed us that if 
we do not turn to Satan’s remedies when we are in need, 
God will provide for us through the angels. Christ did 
not want bread from stones: God sent him bread from 
heaven.91 

The artist thus portrayed five angels bringing food to 
Jesus, who is seated in Indian fashion near a cross. This 
is the only miniature in the manuscript that is signed. 
Muhammad Sharif’s name appears on the surface of a 
small pot next to Jesus’s foot. This corroborates his fame 
as an artist capable of doing work in minute dimen-
sions with prowess. As discussed in chapter 3.3, only 
eleven miniatures have been attributed or ascribed to 
him. Most are heavily influenced by Iranian aesthetics, 
though the two works identified by Leach are stylis-
tically closer to the painting under discussion.92 This 
should not be surprising, since they are from a later 
period and were possibly produced at Allahabad. The 
miniature in the Bodleian Library and the one under 
discussion here demonstrate that he was a remarkable 
portraitist. The gracefulness of Jesus’s face contrasts 
strongly with the angels’ larger, rounded faces, sug-
gesting that a European or European-inspired model 
was used.

The miniature shows how selected parts of Western 
prints inspired new works in the Mughal kitābkhāna. 
The standing angel in the miniature finds parallels with 
an angel in a print depicting Saint Matthew by Philip 
Galle (after Maarten van Heemskerk). His position and 

Fig. 4.4. Angels Bring Food to Jesus in the Wilderness. Opaque 
watercolor and ink on paper. From the Mirʾāt al-quds, 
Mughal school, ca. 1605. Lahore Museum, Ms. 46 (acc. no. 
M-645), fol. 47b. (Photo: courtesy of the Lahore Museum)
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on the front cover of the lacquered binding of the same 
manuscript, in the Walters Art Museum.96 

Muhammad Sharif, the son of a well-known Iranian 
painter, also followed Safavid trends, as revealed by the 
animal faces discernible in the mountains in the back 
and in various stones by the stream. These grotesques 
are nevertheless different in style from those seen in 
cat. no II. Clearly less Iranian and more Mughal in con-
cept, they convey a unique sense of humor noticeable 
especially in the large head of what is apparently a lion, 
depicted with closed eyes and, it would seem, gnawing 
on the branches of the nearby tree.97 The same subject 
is also illustrated in the Lahore manuscript (fig. 4.4).

The five angels in the Cleveland miniature, however, 
reveal the adaptation of two different traditions. Four 
of them are dressed according to Western conventions, 
but the fifth is instead covered with a suit of feathers. 
For the more Westernized angels, the painter almost 
certainly had access to Nadal’s engraving of the Nativ-
ity (fig. 3.3) in his Imagines/Adnotationes, as discussed 
in chapter 3.1.94 It was noted earlier that a copy of this 
work reached the Mughal court, where it was known to 
have inspired a number of miniatures.95 Angels dressed 
in feather suits appear in various Mughal miniatures of 
the period, including one in the Khamsa of Amir Khus-
raw, now in the Metropolitan Museum of Art, and one 
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From The Marriage at Cana it becomes clear that 
more than one artist worked on some miniatures of the 
Mirʾāt al-quds. The painting also reveals that some min-
iatures were partly over-painted, as was the case with 
the figures of Mary and Jesus. They appear to be float-
ing above the dais and fit artificially into the compo-
sition, while Mary’s veil covers the figure behind her. 
Mother and son are, in artistic terms, less accomplished 
than, for instance, the two guests below. The male figure 
with the crimson hat is among the most refined in the 
manuscript. Interestingly, the way he interacts with and 
embraces his fellow guest evokes an Iranian rather than 
a Mughal model.101 When figures such as these appear 
in a Mughal context, they are normally the work of an 
Iranian-trained artist.102 

The two rows of human and animal faces immedi-
ately below the “balustrade” on the roof reveal the great 
care put into certain details, yet the lower areas of the 
walls, with their yellow and black colors, are unfinished. 
The artist who painted this miniature (other than the 
figures of Mary and Jesus) seems to have also created 
cat. no. XI. The figures’ costumes are closely related and 
the bearded man dressed in yellow and purple seen here 
is practically identical to the figure in blue and pink fac-
ing John the Baptist. 

Cat. no. XIV
The Marriage at Cana
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.13
Overall: 26.0 x 15.4 cm
Painting: 18.1 x 10.5 cm

This miniature depicts one of the most well-known mir-
acles performed by Jesus, namely, the transformation of 
water into wine. Father Jerome describes in great detail 
how and why Jesus was invited to attend a wedding 
among Mary’s relatives. 

Since the host was not rich and many people were gath-
ered there, the wine he had brought for the assembly was 
too little. Mary felt sorry for the host and was saddened 
by the lack of wine and his embarrassment. Secretly 
she went to her son and told him they had no wine. He 
replied to his mother, saying, “What is it to me and you, 
woman? My time has not yet come.”98 

As in other miniatures, the author of the composition 
followed Father Jerome’s text. Mary and Jesus are por-
trayed speaking with each other not far from the “six 
water jars”99 where meanwhile “the water had miracu-
lously turned into wine.”100 They occupy the place of 
honor, on a raised platform in the midst of the Euro-
pean-dressed guests. 
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Cat. no. XV
Moses Praying to End the Serpents’ Attack on the Isra-
elites
Attributed here to Salim Quli
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.14
Overall: 26.3 x 15.6 cm
Painting: 18.8 x 10.5 cm

The story of Moses and the serpents’ attack on the Isra-
elites was used by Father Jerome to demonstrate how 
repentant believers merit salvation. As he narrates, 

[i]n the fourth book of the Pentateuch, in the twenty-
first chapter, it is written that the Children of Israel com-
plained of God and of Moses as he was leading them 
from Egypt to Jerusalem through the desert with so 
much tribulation. God grew angry and sent them innu-
merable serpents with fire coming out of their mouths, 
and they bit many of the people, and all were sorely 
afflicted. Finally they realized their own sin and went 
to Moses and said, “We sinned when we spoke against 
you and God. Pray that the serpents be taken away from 
us.”103

The painter chose to illustrate the moment when Moses, 
“who was the most clement of all men, immediately 
forgave them on his own behalf and prayed humbly 
that God would have mercy on them and deliver them 
from this torment,”104 while ignoring the section where 
the prophet raised his staff with the Biblical “brazen 
serpent.”105 Moses is seen peacefully kneeling, praying 
like a Muslim, at the center of a composition that is 
divided into two parts. The brutal event takes place in 
the lower area, which strongly contrasts with the upper 
part, where a bucolic green landscape, with a village on 
the horizon, is shown. Eleven serpents attack the proph-
et’s followers as they helplessly try to defend themselves. 
Various parts of their bodies, including heads, backs 
and knees, bear the marks of the vicious assault. While 
blood pours from their wounds, some figures turn to 
Moses, pleading for his intervention. To increase the 
sense of horror, in the lower left the painter portrays 
one of the victims facing the viewer. He is seen trying 
to protect his face with both hands while a serpent bites 
him. The scene is unusually realistic and a rare exam-
ple of how Mughal artists occasionally drew the viewer 
into the action. In that sense, the miniature recalls the 

innovations that were being introduced in Europe by 
contemporary painters such as Caravaggio. Despite the 
novelty, the painter did not avoid certain standard for-
mulae, such as the rock platform where Moses kneels 
and the Portuguese costumes in which the Israelites are 
dressed. One carries a Western-type sword but a second 
dressed in a white shirt has an Indian chilanum, a type 
of dagger recognized by its flaring quillons and a small 
bud at the end of the pommel.106 Some of the figures 
wear belts with gold plaques adorned with pearls and 
rubies, which are also seen on the head of one of the 
two women, as well as on the heads of Hindu women 
portrayed in miniatures of the same period.107 

The whitish sky, lower horizon, rock formations, and 
trees, as well as the green shades used on the ground, 
point to Salim Quli as the artist. These elements 
are found in two other miniatures in the Cleveland 
Mirʾāt al-quds (cat. nos. V and XIX), as well as in the 
previously mentioned painting in the Dīwān of Amir 
Hasan Dihlawi in the Walters Art Museum.108 Another 
miniature attributed to the same artist also shares some 
features of this work, including the elongated eyes, the 
type of jewelry adorning the women, and some of the 
figures’ profiles.109 

Two other miniatures from different copies of the 
Mirʾāt al-quds illustrating the same episode are known. 
One, in the San Diego Museum of Art (formerly in the 
Howard Hodgkin Collection),110 is smaller in size and 
shares with the Cleveland painting the same basic com-
position, dramatic movements, costumes, and arms, 
though it is far less realistic and more stylized (fig. 4.5). 
The other painting of the subject is part of the Lahore 
Mirʾāt al-quds (fig. 4.6).111 Due to its poor condition, it 
is not possible to draw many conclusions about it, but it 
is clear that the composition is less related to the other 
two, since Moses is portrayed standing.

An obscure passage in Guerreiro’s Relaçam of 1605 
confirms that the subject was known to Salim, but its 
interpretation was perhaps disregarded. According to 
the Jesuit, while at Agra in 1604, Salim 

had painted in a book pictures illustrating the myster-
ies of [Jesus’s] life, death, and passion; and because at 
the beginning of the book there was a cross illuminated 
in gold with the superscription Sicut exaltauit Moyses 
serpentum in deserto, &c., he ordered the artist to paint 
thereon the figure of Jesus-Christ crucified.112 
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Fig. 4.5. Moses Praying to End the Serpents’ Attacks on the Israelites. Opaque watercolor and ink on paper, 14.6 x 8.3 cm. 
From the Mirʾāt al-quds, Mughal school, ca. 1605. Edwin Binney 3rd Collection. San Diego Museum of Art, inv. no. 1990. 
308. (Photo: courtesy of the San Diego Museum of Art)
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Fig. 4.6. Moses Praying to End the Serpents’ Attacks on the Israelites. Opaque watercolor and ink on paper. From the 
Mirʾāt al-quds, Mughal school, ca. 1605. Lahore Museum, Ms. 46 (acc. no. M-645), fol. 54b. (Photo: courtesy of the Lahore 
Museum)
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depicted at a distance in the background. The leaves of 
the large tree are skillfully painted with light washes of 
greens and yellows.

This is the only identified miniature of the Cleveland 
Mirʾāt al-quds that has entered a second institutional 
collection.116 Besides the evident stylistic features, the 
painting has the same dimensions and identical fram-
ing rules as the other miniatures in the manuscript. It 
also shows the same added strips of paper on the mar-
gins, but it is the fourteen lines of text on its verso that 
confirm that it was once part of the manuscript now in 
Cleveland. 

A second miniature illustrating the same subject is 
part of the Lahore Mirʾāt al-quds (fig. 4.7).117 The two 
paintings share the same basic elements, namely, the 
figures of Jesus and the woman, as well as the standard 
well. They also have in common a group of his follow-
ers (dressed as Jesuits) and the landscape with a city. 
The two works are related but it is unclear whether one 
inspired the other.

Cat. no. XVI
Jesus and the Samaritan Woman at the Well
Fondation Custodia, Paris, 1991-T.11. 
Overall: 26.2 x 14.5 cm
Painting: 23 x 11.5 cm 
Published: Sotheby’s London, April 26, 1991, 18–19, lot 
27; Gahlin, Courts of India, 20–21, cat. no. 19A, pl. 23; 
Bailey, Art on the Jesuit Missions, pl. 72; Flores and Vas-
sallo e Silva, Goa and the Great Mughal, 159, cat. no. 74.

According to the text, while on his way to Galilee, Jesus 
passed through Samaria, where there was a well 

that had belonged to Jacob from which he and his people 
had drawn water. Christ came to that well at midday 
and was so tired and exhausted that he sat down and 
sent his disciples to bring something to eat from the 
city. Just then a woman came to the well in search of 
water. Jesus said to her, “Woman, give me some water 
to drink.” Knowing him to be from Judea by his clothing 
and speech, the woman replied, “How can you, who are 
a Jew, ask me, a Samaritan, for water?”113

The miniature illustrates the moment when “Jesus was 
in the midst of this conversation [and] his disciples 
came back from the city and were amazed that he was 
speaking with the woman, since it was not customary 
to speak to women, especially women alone, but no one 
asked what he was saying or why he was speaking to a 
woman.”114

The painting follows a pattern common in the late 
Akbari period, in which compositions are divided 
into three basic parts. Jesus and the Samaritan woman 
occupy the center of the miniature, under a far-reach-
ing landscape in which high mountains shield a city. 
Below, in the area closer to the viewer, are two women 
and a group of five men observing the two main figures. 
As in many other Mughal miniatures portraying West-
erners, the wandering dog serves no other purpose than 
to fill part of the empty area at their feet. In contrast to 
Father Jerome’s words, Jesus is not portrayed sitting 
but stands next to a follower, who is holding a flag that 
seems to have been painted at a later stage. Although 
Jesus’s face is skillfully done, his body and those of his 
disciples are rather stiff and lack individuality. The min-
ute figures dressed in Western fashion strolling around 
on the nearby hills were also a common feature in this 
period and show that the artist had absorbed West-
ern artistic conventions,115 as is confirmed by the town 

Fig. 4.7. Jesus and the Samaritan Woman at the Well. Opaque 
watercolor and ink on paper. From the Mirʾāt al-quds, 
Mughal school, ca. 1605. Lahore Museum, Ms. 46 (acc. no. 
M-645), fol. 58b. (Photo: courtesy of the Lahore Museum)
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Cat. no. XVII
Jesus Heals the Nobleman’s Son in Capernaum
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.17
Overall: 26.2 x 16.5 cm
Painting: 21.7 x 10.4 cm

The episode in which Jesus heals the nobleman’s son in 
Capernaum is one of the lesser-known miracles narrated 
by Father Jerome. It recalls in different ways Abgar’s 
story, which may explain why the Jesuit included it in 
his narrative. Like others in this manuscript, its iden-
tification would not have been possible without the 
accompanying text. 

In Capernaum, there was a servant of the king whose 
son was ill, and when he heard that Christ had come to 
Galilee, he set out to find him and pleaded with him to 
go with him and heal his son because he was near death. 
Christ replied, saying, “If you do not witness signs and 
see miracles, you will not believe.” Since the father had 
seen signs of death in his son, he did not want to pro-
long the discussion. He said, “Lord, come before my son 
dies.” Christ said, “Go. Your son lives and is healed.” 
The father believed what he said and departed for home 
in all joy.118 

The number of figures who might be identified as ser-
vants hurrying while carrying vessels seems to indi-
cate that the painter illustrated the moment at which 
attempts were still being made to save the child. This 
precedes the father’s plea to Jesus and thus Jesus’s mir-
acle. 

The painter of the main figures clearly had difficulty 
with both proportion and perspective. The father’s 
head is disproportionate in comparison with those of 
the mother and the nearby servant, while the spatial 
positioning of the three family members is not appeal-
ing. Equally awkward is the child’s posture. It is prob-
able that more than one painter was responsible for 
the figures, since the servants are stylistically different 
and rendered in a more natural way. The miniature is 
unfinished: the green area in the courtyard was clearly 
the initial step in a more complex pavement, perhaps 
one with geometric tiles. Also, the border of the carpet 
where the family sits was never colored. The parents, 
as well as the son, are seated in a room dominated by 
two arches, depicted frontally. A pair of angels (one of 
whom is mostly hidden by the text panel) is painted in 
the upper section of the arched walls.119 
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Cat. no. XVIII
A Raven Brings Food to Elijah
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.18
Overall: 26.1 x 16.7 cm
Painting: 20.4 x 10.6 cm
Published: Bailey, “Jesuit Art,” 353, fig. 10.39.

According to the Biblical account, 

[w]hen Ahab was king of Israel he made idols and pro-
voked God more than anyone in the past, so God sent 
Elijah to Ahab, and Elijah said, “The living Lord God of 
Israel, before whom I stand, will not let rain or dew fall 
except according to my word.” And God said to Elijah, 
“Go from here and hide yourself on the banks of a cer-
tain stream near the river Jordan, and you shall drink 
from that stream. I have commanded the ravens to bring 
you sustenance.”120 

The painter followed Father Jerome’s words closely: 
“Elijah went and sat there, and every morning and eve-
ning a raven would bring him a loaf of bread and a bit 
of meat.”121 In the miniature, Elijah is portrayed with a 
white beard and a certain gravitas, traits used to convey 
what are supposedly the attributes of a distinguished 
prophet, while the raven seems to have just delivered a 
loaf of bread served with a piece of red meat. 
The composition was made livelier by the compe-
tent coloring, as well as by the introduction of some 
alien elements, including a figure that must have been 
intended to be a servant, bent and washing a vessel, as 
well as a pair of goats drinking from a stream of water. 
The artist also resorted to a conventionalized type of 
composition to illustrate the theme. Elijah, like Moses 
earlier (cat. no. XV), is sitting on a raised rocky platform 
by a tree, elements often used in compositions of the late 
Akbari period.122 A second miniature of the episode, 
now in the L. A. Mayer Museum for Islamic Art, was 
correctly identified when it was sold in 1965 and also 
follows the same conventions (fig. 4.8).123 The miniature 
in Jerusalem adheres to the text more closely than does 
the Cleveland painting, since no servant and mammals 
are depicted, and the raven is shown delivering the loaf 
of bread to Elijah.

Fig. 4.8. A Raven Brings Food to Elijah. Opaque watercolor 
and ink on paper, 15.2 x 8 cm. From the Mirʾāt al-quds, 
Mughal school, ca. 1605. The L.A. Mayer Museum for 
Islamic Art, Jerusalem, inv. no. Ms 4-68. (Photo: Daniela 
Golan, courtesy of the L.A. Mayer Museum for Islamic Art)
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known as Adnotationes et Meditationes in Evangelia, 
published in Antwerp in the 1590s (fig. 3.1).130 The 
work, by the Jesuit Jerome Nadal, was reprinted var-
ious times and widely distributed. A letter by Father 
Jerome confirms that a copy found its way to the 
Mughal court.131 Further evidence of the influence of 
Nadal’s work in the Mughal kitābkhāna is provided by 
a number of Mughal paintings inspired by some of the 
153 engravings by Hieronymus Wierix that illustrated 
the Imagines/Adnotationes.132 

Although the composition seems to derive from a 
Western model, the result shows some Mughal idio-
syncrasies in, for example, the combination of colors 
in the purple and yellow sail, the tassel at the top of 
the mast, and the manner in which the mast was built. 
Another version of this same subject, now in the Free 
Library of Philadelphia, is far less indebted to Western 

Cat. no. XIX
Jesus Being Awakened during a Tempest on the Sea of 
Galilee
Attributed here to Salim Quli
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.19
Overall: 26.1 x 15.6 cm
Painting: 19.0 x 10.5 cm
Published: Bailey, “Jesuit Art,” 354, fig. 10.40.

To reach Gennesaret, on the other side of the Sea of 
Galilee, Jesus boarded a boat on which his miraculous 
powers would soon be revealed to some of his “fear-
ful” disciples of “little faith.”124 “When he saw himself 
free of the people, he wanted to rest for a moment and 
stretch out.”125 It was then that “a great tempest arose 
on the sea, and the waves nearly swamped the boat.”126 
The miniature illustrates the moment when he was 
sleeping “but his disciples came and woke him up and 
said, ‘Lord, save us, for we are going to perish.’ ”127 The 
painter depicts, not without some humor, that precise 
instant before “he stood up and rebuked the sea and the 
wind.”128 The sea is therefore shown convulsing while 
the wind blows furiously, as evidenced by the unre-
strained sail. Three disciples look on, visibly apprehen-
sive that their vessel is about to be inundated with water. 
The nearby crocodile is either encountering the same 
difficulties in the rocky waves or simply waiting for its 
unlikely meal. In contrast to this agitation, three groups 
of birds fly in formation above a rocky mountain, in a 
vast, almost white sky. 

The miniature is unusual for the vast areas occupied 
by both the sky and the sea. Examining the subdued pal-
ette of colors, dominated by pastel tones, together with 
the distinctive greenish, rocky mountains typical of his 
style, one may attribute it to Salim Quli. Such elements 
are also observable in two other works in the Cleveland 
manuscript (cat. nos. V and XV), as well as in a paint-
ing of the Dīwān of Amir Hasan Dihlawi attributed to 
the same artist.129 

Of the twenty-seven miniatures identified as belong-
ing to the Cleveland copy of the Mirʾāt al-quds, this is 
the only one that seems to have been loosely influenced 
by a Western model. A possible source is an engraving 
reproduced in the critical and highly influential Evan-
gelicae Historiae Imagines or the later, annotated edition 

Fig. 4.9. Jesus Sleeping during the Tempest, signed by Masʾud 
Deccani. Opaque watercolor and ink on paper, 14.5 x 7.5 cm. 
From the Mirʾāt al-quds, Mughal school, ca. 1605. Used by 
permission of the Rare Book Department, Free Library of 
Philadelphia, inv. no. Lewis O M46. (Photo: courtesy of the 
Free Library of Philadelphia)
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Another print of the same theme is known to have 
reached the court, where, at a later stage, it was tinted, 
enlarged, and mounted as an album leaf in the so-called 
Polier Album.134 Pasted into this same album is a second 
version of the Storm on the Sea of Galilee, circa 1650.135

models (fig. 4.9).133 Like the miniature in the Victoria 
and Albert Museum (fig. 4.2), similar to cat. no. VI, it is 
also signed by Masʾud Deccani. The two versions share a 
number of details, namely, Jesus’s position in the com-
position and the presence of a crocodile, and they are 
certainly contemporary. 
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Cat. no. XX
Jesus Raises Jairus’s Daughter from the Dead
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.16
Overall: 26.3 x 15.7 cm
Painting: 19.5 x 11.3 cm

Although the figure of Jesus is immediately recogniz-
able, as with some of the previous miniatures, the epi-
sode illustrated here would not be identifiable without 
the accompanying text. In this work, Jesus brings back 
to life the daughter of Jairus, a Jew who showed great 
faith in him: “Lord, I have a daughter who is dying. 
Come with me and put your blessed hand on her head. 
I am hopeful that she will recover and live.”136 Before 
Jesus could get there, the girl died, yet he insisted that 
he still wanted to see her. When he arrived at her house, 
“Jesus sent them all outside and went in with his dis-
ciples and the father and mother to the place where the 
body was. He took the girl’s hand and said, ‘Damsel, 
I say to you, arise.’ At once, the girl came to life and 
arose whole.”137

 Jesus is portrayed at the center of the miniature, as 
if holding the hand of the girl, who sits on the terrace 
of her house. He is unusually dressed, in two shades of 
blue, like the Jesuit behind him. The painter reproduces 
a standard composition in which the main personages 
are set in a courtyard. This is one of the two most popu-
lated miniatures, with fourteen figures in total, five of 
whom stand outside the house. They share various fea-
tures, including small heads with light blonde hair and 
well-defined eye pupils. The author of the miniature 
remains unidentified but, based on stylistic evidence, 
he seems to have also painted cat. no. XXII, where com-
parable figures wearing the same types of clothing are 
also seen. Many of the textiles used are decorated with 
interrupted lines, while others are striped. Small, circu-
lar gold medallions and pearl-like ornaments decorate 
the hats and belts, and are also used as buttons.
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Cat. no. XXI
Jesus Praying on the Mountain138

Cleveland Museum of Art, John L. Severance Fund, 
2005.145.12
Overall: 26.3 x 15.7 cm
Painting: 20.0 x 10.9 cm

The painter closely followed Father Jerome’s description 
of the Biblical events that preceded the naming of the 
twelve Apostles. Jesus went 

with a crowd of people to Mount Tabor. Tabor is a 
mountain near Nazareth that is round and high, and 
on the top of it is a broad plain filled with trees. At the 
end of the day, he went up onto that mountain, leaving 
the people at the foot of the mountain, and spent the 
entire night in prayer.139 

Although a large text panel occupies almost a third of 
the miniature, the attention of the viewer is drawn to the 
group of Apostles and the surreal mountain colored in 
pastel shades in what is the only night scene in the man-
uscript. Multiple yellow stars shine in a lapis-colored 
sky that contrasts with the light ground, where some of 
the Apostles are seen talking with one another. The lack 
of space seems to be the reason why only seven of the 
Apostles are included. Their figures are closely related 
to those in cat. no. XXVI, suggesting that the same art-
ist painted both works. In general, all the male figures 
have the same type of narrow shoulders, and their Por-
tuguese-inspired garments are also very similar. Blue 
hats with gold ornaments and long, slim feathers are 
reproduced in both paintings, as are the gold buttons 
and belts with medallions, also in gold. White collars 
are the norm and the shirts in a few cases have highly 
unusual checkered patterns. The stones that appear to 
be floating are another element that point to the same 
artist for both miniatures.
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Although a relatively large number of Mughal minia-
tures show Western-influenced architecture, more often 
than not buildings are poorly rendered and tend to be 
simple pastiches. That is not the case with the vacant 
pavilion formed by round arches from which red and 
green draperies hang. The passage composed of three 
identical, round arches and supported by slim and well-
proportioned columns is also to be noted. The propor-
tions of both structures reveal a better understanding of 
Renaissance ideals than most contemporary and later-
period miniatures. A close and interesting parallel can 
be drawn with the miniature Akbar Presiding over Dis-
cussions in the Ibādatkhāna, a well-known miniature 
from an Akbarnāma, circa 1604. There, the emperor is 
portrayed conversing with Jesuits, one of whom may, in 
fact, have been intended to be Father Jerome himself.146

The painting remains unfinished. The black and yel-
low rugs in the passage and pavilion are undecorated, 
the blue and white vessels are almost transparent, and 
what is intended to be food on the gold plates are mere 
patches of color. Similarly, the hands of some of Jesus’s 
followers are poorly drawn and one is not more than 
a patch of color. In spite of that, the painter seems to 
have had the time to include some details, such as the 
pearl and ruby plaques on some of the belts and the 
gold katar, a type of dagger also used by Akbar in the 
miniature mentioned above. He most probably also 
authored cat. no. XX, as the figures’ facial traits and 
hair are closely related.  

Cat. no. XXII
Mary Magdalene Presents Ointment to Jesus140

Cleveland Museum of Art, John L. Severance Fund, 
2005.145.10
Overall: 26.3 x 15.7 cm
Painting: 20.5 x 10.3 cm

The miniature portrays Jesus sharing a meal at a 
house identified as belonging to a Pharisee. He went 
there because it was not far from the home of a “sinful 
woman,” i.e., Mary Magdalene, who “had a reputation 
for evildoing.”141 Following the miraculous cure of her 
sister Martha, Mary Magdalene found her way to the 
same house. “Without waiting, she bought a crystal 
vial of expensive ointment and, weeping and with her 
hair in disarray, went there and threw herself into the 
midst of the people at Christ’s feet.142 Without saying 
anything, she wept so much that she wetted his blessed 
feet with her tears. She dried them with her hair, kissed 
them, rubbed the ointment on them, and explained the 
reasons she had sinned.”143

The central figures in the miniature are Jesus and 
Mary Magdalene, the latter  “in disarray,” as described 
in the text, kneeling and bowing just before she touches 
Jesus’s feet—a traditional sign of respect and subser-
vience in India. This seems to explain Father Jerome’s 
prolonged description of the event and perhaps the 
reason it was selected for illustration. Mughal painters 
reproduced such gestures on various occasions, includ-
ing in Muslim144 and Christian contexts.145
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Cat. no. XXIII
Salome Receiving John the Baptist’s Head on a Platter
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.11
Overall: 26.3 x 15.6 cm
Painting: 20.0 x 12.4 cm

The episode involving Herod Antipas who, in order 
to keep his word, ordered the death of John the Bap-
tist, was illustrated by Mughal artists in various media, 
including stone carving147 and painting. The events 
surrounding John the Baptist’s death have a dramatic 
and moralistic tone that seems to have appealed to the 
Mughal mind. The story also reveals how imprudent 
rulers may be lead into treacherous situations, notably 
when love and sexual desire are involved. According to 
the text, on his birthday Herod “gave an entertainment 
and invited the nobles and grandees of Galilee.”148 It 
was then that Salome, his stepdaughter, danced for him 
and his guests. As a reward to her, the imprudent king 
promised to give her anything she wanted.149 Following 
her mother’s suggestion, she asked for John the Baptist’s 
head, which was brought “on a platter, and handed…
to the girl.”150

The painter portrays the executioner carrying John 
the Baptist’s head on the platter, while Salome extends 
her arms to receive it. The realism of the head, depicted 
with semi-opened eyes, suggests to the viewer that the 
decapitation had occurred just moments earlier. The 
artist follows a traditional Mughal formula, which 
includes a courtyard, where an enthroned ruler appears 
among people standing and kneeling nearby. In this 
case, Herod, is seated as Akbar is in a number of paint-
ings.151 The spade-shaped back of his throne also follows 
contemporary models,152 but the lower part seems less 
Islamic in taste. As with all the male figures, the ruler is 
dressed in Western garb, though his jeweled belt distin-
guishes him from his guests. The musician’s instrument 
and the soldier’s sword are also of European origin. In 
addition, the artist borrowed foreign elements to depict 
the architectural setting. The rounded entrances and 
the columns are vaguely based on Western models, and 
a combination of inverted lions’ heads153 and winged 
angels on the capitals of columns seems to have been 
adopted to evoke non-Mughal ambiances. The barely-
defined gold border of the blue carpet indicates that the 
miniature was not completely finished. 
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Cat. no. XXIV
Jesus Writes on the Ground
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.20
Overall: 26.3 x 15.5 cm
Painting: 20.9 x 11.4 cm

According to the Gospel of John, when the Pharisees 
brought a “woman who had been taken in adultery” into 
Jesus’s presence, he “lowered his head and wrote on the 
ground with his finger.”154 Writing two or more letters 
is one of the thirty-nine activities forbidden during the 
Sabbath. What Jesus wrote and why he acted as he did 
are matters for speculation beyond the scope of this 
study, but in this way he avoided both condemning the 
adulteress and a direct confrontation with the Phari-
sees. According to the Gospel of John, Jesus writes on 
two occasions.155 Therefore, this scene may depict the 
moment that precedes or follows Jesus’s statement, in 
which he reveals that even the worst sinner deserves to 
be forgiven: “Let whichever of you is without sin cast 
the first stone.”156 According to the text, after he pro-
nounced such words and “while he was writing, every 
one of those standing there saw his own sins written 
in the lines, and when they heard and saw this they 
departed, one by one, with those who were older depart-
ing first.”157

The episode is rarely illustrated in Western art, but 
its strong moralistic content might explain why it was 
selected. In the miniature, Jesus is portrayed writing on 
a carpet, which would be Father Jerome’s “ground.”158 
Jesus’s face is one of the most accomplished in the entire 
manuscript. Although he is seated in the local fash-
ion, his face is directly inspired by a model, perhaps an 
image in ivory (fig. 3.9) or a Western print. Standing 
in the midst of the male audience, dressed in the Por-
tuguese fashion, is the adulteress, who is portrayed in 
the same position as Salome appears in cat. no. XXIII. 
The miniature offers further evidence that the illustra-
tion of the manuscript was abruptly interrupted. The 
painter, for example, began decorating the border of the 
carpet on which Jesus sits but never concluded the task. 
The panels on the wooden door also remain unfinished.
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somehow related to that in cat. no. IX. The gold pendant 
hanging above Jesus is almost identical to the one seen 
in another miniature showing a strong Western influ-
ence: The Holy Family attributed to Mani.165 

Illustrations of this episode in the Byzantine world 
are not unusual but in Western Europe they are 
extremely rare.166 An illustration of the theme is found 
in the Torre dei Venti (Tower of the Winds) in the Vat-
ican Palace.167 Built by Pope Gregory XIII (r. 1572–85) 
to commemorate his most extraordinary accomplish-

Cat. no. XXV
Jesus Being Portrayed by King Abgar’s Painter
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.21
Overall: 26.3 x 15.6 cm
Painting: 20.0 x 12.4 cm
Published: Sotheby’s, London, October 18, 2001, 59, 
lot 63.

Father Jerome alludes to the apocryphal episode involv-
ing Jesus and King Abgar, “the king of Edessa, which is 
now known as Urfa and is a twenty-day journey from 
Jerusalem,”159 both in his preamble160 and again in the 
second part of the text. The fact that Jesus is seen writ-
ing a letter while being portrayed by the king’s emis-
sary indicates that the miniature illustrates a moment 
in the latter part of the Mirʾāt al-quds. Father Jerome 
states that the ruler, “a leper, learned that Jesus was heal-
ing people of this disease”161 and, as a result, emissar-
ies were sent to invite Jesus to pay him a visit so that 
he might cure him. “He also sent an expert portraitist 
named Ananias along to draw his likeness and bring 
it back, so that if he did not come he would be able 
to see his countenance.”162 Jesus refused the invitation 
but wrote a letter promising that he would send a dis-
ciple to teach the king “ ‘the path of salvation and to 
heal you in my name of the illness you have. May God 
keep you.’ During this time, the portraitist was busy-
ing himself with all his attention and effort on draw-
ing a likeness. He drew it several times, but every time 
he thought the job was finished he found it far from a 
likeness.”163 Without the text, the identification of the 
subject proved to be problematic (it was in fact misiden-
tified when it was put on auction in 2001).164 According 
to the story, the portraitist never managed to faithfully 
reproduce Jesus’s face, justifying therefore the accentu-
ated differences between the model and the portrait in 
the painter’s hands. 

In terms of concept, the miniature is closer to Mughal 
models than European ones: painters being portrayed 
while working are not unusual in a Mughal context. 
The pseudo-Western architecture colored in dark pur-
ple shades, the series of rounded faces on the lintel, the 
two-toned curtains, and the wooden rail on the upper 
level are among the conventions observed in other min-
iatures of the manuscript. The architectonic setting is 

Fig. 4.10. Jesus’s Portrait Being Presented to King Abgar.  
Opaque watercolor and ink on paper. From the Mirʾāt al-quds, 
Mughal school, ca. 1605. Lahore Museum, Mirʾāt al-quds, Ms.  
46 (acc. no. M-645), fol. 3b. (Photo: courtesy of the Lahore 
Museum)
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The Lahore painting therefore illustrates a later moment 
in the narrative. According to Father Jerome, when 
Jesus realized the growing frustration of the painter, he 
“asked him for a piece of clothing, which he passed over 
his blessed face and gave back to him. [Ananias] found 
his very likeness on it.”170 He also ordered the painter to 
“ ‘give this likeness to your king in my name.’ ”171 This 
is the scene shown in the Lahore painting.

ment—the reform of the calendar—the tower con-
sists of seven rooms decorated with frescoes. It is in 
the so-called Room of the Apostles that a haloed fig-
ure, identified as Jude Thaddeus, is depicted holding the 
mandylion in front of King Abgar.168 Interestingly, this 
shows greater parallels with the miniature in the Lahore 
copy of the Mirʾāt al-quds, in which a cloth with Jesus’s 
portrait is shown being presented to Abgar (fig. 4.10).169 
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Cat. no. XXVI
Jesus near Jerusalem
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.22
Overall: 26.2 x 15.6 cm
Painting: 19.6 x 9.9 cm
Published: Bailey, “Jesuit Art,” 354, fig. 10.41.

Jesus is portrayed riding an ass, as predicted by a proph-
ecy: “Rejoice greatly, O daughter of Zion; shout, O 
daughter of Jerusalem; behold, thy King cometh unto 
thee; he is just, and having salvation; lowly, and riding 
upon an ass, and upon a colt, the foal of an ass.”172 It is, 
however, unclear whether Jesus is entering Jerusalem 
or going to the Mount of Olives, because the most con-
ventional iconographic element of the episode—people 
hailing “him by taking off their garments and spreading 
them under his feet, [while] others cut branches from 
the trees and threw them in the road”173—was ignored 
by the painter. Jesus is accompanied by two disciples 
with a female ass, as mentioned by Father Jerome, while 
two figures exit Jerusalem through a gate and four men 
talking amongst themselves seem to welcome Jesus with 
their arms extended. 

The most peculiar feature of the miniature is perhaps 
Jesus’s face. He is portrayed with the countenance of an 
aging man, with long hair covering his shoulders, rather 
than as a younger man, as observed in, for example, 
cat. nos. XIII and XXIV. In this case, the painter either 
did not have access to or did not want to use a Western 
model. In stylistic terms, his hair and beard resemble 
those of a yogi, a figure frequently portrayed in Akbar 
and Jahangir’s scriptoria.174 Whether such an associa-
tion was intended remains unclear. With the exception 
of three panels of text, the miniature seems complete. 
Another painting of the subject once in the Howard 
Hodgkin Collection reveals that the theme appealed to 
the Mughals (fig. 4.11).175 Why this episode was selected 
for illustration is not immediately understandable, since 
Father Jerome devoted only a few lines of text to it and 
the story is not particularly attractive or noteworthy. It 
might have been employed as a way to introduce the 
description of subsequent events in Jerusalem, or per-
haps because an old and well-known Islamic saying 
connects Jesus with riding an ass.176

Fig. 4.11. Jesus near Jerusalem. Opaque watercolor and ink 
on paper, 14.6 x 7.3 cm. Mirʾāt al-quds, Mughal school, 
ca. 1605. © Trustees of the British Museum, inv. no. 1965. 
7-24.05. (Photo: courtesy of the British Museum)
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the most accomplished, a considerable demonstra-
tion of the Mughal ability to portray facial emotions. 
The painter managed to convey both Jesus’s pain and 
his commiseration with his audience. The entire scene 
is depicted with remarkable realism, in, for example, 
Jesus’s anatomically accurate chest, the delicate knot 
that secures his ankles to the pole, and the numer-
ous details in the costumes of the audience members. 
The movement of the Roman soldier indicates that the 
intense and painful scourging is about to commence, a 
sharp contrast with the peaceful far-reaching landscape. 
The composition does not seem to have been inspired 
by a European print, yet the Roman soldiers, as well as 
the finely dressed gentleman with the voluminous ruf-
fled collar on the right-hand side, are greatly indebted 
to Western models. Prints showing Roman soldiers are 
known to have reached the Mughal court. The mar-
gins of a folio of the Muraqqaʿ-i Gulshan are decorated 
with three of these180 and there is also a scourging scene 
in Nadal’s Imagines/Adnotationes.181 A more exciting 
thought, however, is that the gentleman was the Por-
tuguese viceroy Aires de Saldanha, who ruled during 
these same years (1600–1605). The face is indeed sim-
ilar to that in an extant life-size portrait of the viceroy 
painted by a follower of Juan Pantoja de la Cruz, now 
in Lisbon.182 Knowing that another portrait of the vice-
roy was among the gifts presented by Father Jerome and 
his fellow missionaries to Akbar, this possibility should 
not be discounted.183 

This miniature has various elements in common with 
cat. no. X, including the employment of Western mod-
els, the refinement of the composition, and the palette of 
colors. The figure identified here as similar to the Por-
tuguese viceroy also appears in cat. no. X, in practically 
the same position and with related garments. 

Cat. no. XXVII
The Flagellation
Cleveland Museum of Art, John L. Severance Fund, 
2005.145.23
Overall: 26.2 x 15.3 cm
Painting: 22.3 x 13.3 cm
Published: Bailey, “Jesuit Art,” 355, fig. 10.42.

The last (identified) miniature of the Cleveland manu-
script is an amalgamation of elements selected from the 
text: “Jesus was taken away to a special place, stripped 
naked, and bound to a pole. Six men were assigned to 
beat him, and they took turns, two by two, lashing him 
with leather whips and scourges.”177 Yet, it is clear that 
the painter ignored the physical consequences of the 
scourging as narrated by Father Jerome, who writes that 
“blood flowed from him onto the ground and the flesh 
fell in strips from his body, his bones showed white, 
and he was wounded and raw from head to foot.”178 
The miniature therefore reflects the Muslim belief that 
Jesus’s body was beyond being harmed and killed and 
that someone else was crucified in his place, while he 
ascended alive into heaven. 

The author of the miniature seems to have combined 
two episodes of the Passion into one. Christ is portrayed 
tied to a column, as is conventional in a depiction of 
the flagellation, but he is also shown elevated from the 
ground, suggesting direct inspiration from a Crucifix-
ion scene. It is also necessary to consider that in Mughal 
India crime suspects were apparently tied up and ele-
vated from the ground, as seen in a miniature in the 
Būstān of Saʿdi from this same period.179  

This is one of the most skilled miniatures of the 
Cleveland manuscript. Not only is the composition 
masterfully balanced, but Jesus’s expression is among 
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4.2. A LIST OF THE MINIATURES, WITH  CORRESPONDING PAGES IN FATHER JEROME’S TEXT 
(IN THE CLEVELAND COPY OF THE MIRʾĀT AL‑QUDS)

Cat. no. I Private col., Europe, 1 The Birth of Mary

Cat. no. II CMA, 2005.145.24 Mary Ascends the Stairs to the Temple

Cat. no. III CMA, 2005.145.1 The Flowering of Joseph’s Rod

Cat. no. IV CMA, 2005.145.2 The Annunciation

Cat. no. V CMA, 2005.145.3 Mary and Joseph Travel to Bethlehem 

Cat. no. VI   CMA, 2005.145.4  The Place of Jesus’s Birth 

Cat. no. VII  CMA, 2005.145.6  The Adoration of the Shepherds

Cat. no. VIII  CMA, 2005.145.5  The Magi Follow the Star

Cat. no. IX  CMA, 2005.145.7  The Adoration of the Magi

Cat. no. X  CMA, 2005.145.8  Simeon Kneels in front of Mary and Jesus after Recognizing Them

Cat. no. XI Private col., Europe, 2 The Preaching of John the Baptist

Cat. no. XII CMA, 2005.145.9 John the Baptist Recognizes Jesus While Teaching

Cat. no. XIII CMA, 2005.145.15  Angels Bring Food to Jesus in the Wilderness

Cat. no. XIV  CMA, 2005.145.13  The Marriage at Cana

Cat. no. XV  CMA, 2005.145.14  Moses Praying to End the Serpents’ Attack on the Israelites 

Cat. no. XVI  F. Custodia, 1991-T.11  Jesus and the Samaritan Woman at the Well 

Cat. no. XVII  CMA, 2005.145.17  Jesus Heals the Nobleman’s Son in Capernaum

Cat. no. XVIII  CMA, 2005.145.18  A Raven Brings Food to Elijah

Cat. no. XIX  CMA, 2005.145.19  Jesus Being Awakened during a Tempest on the Sea of Galilee

Cat. no. XX  CMA, 2005.145.16  Jesus Raises Jairus’s Daughter from the Dead

Cat. no. XXI  CMA, 2005.145.12  Jesus Praying on the Mountain

Cat. no. XXII  CMA, 2005.145.10  Mary Magdalene Presents Ointment to Jesus

Cat. no. XXIII CMA, 2005.145.11  Salome Receiving John the Baptist’s Head on a Platter

Cat. no. XXIV CMA, 2005.145.20  Jesus Writes on the Ground

Cat. no. XXV CMA, 2005.145.21  Jesus Being Portrayed by King Abgar’s Painter

Cat. no. XXVI  CMA, 2005.145.22  Jesus near Jerusalem

Cat. no. XXVII  CMA, 2005.145.23  The Flagellation 
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25. L10a; ASI.272.
26. ASI.272.
27. For another angel with related but not as accomplished 

wings, see the Angel of Tobias, ca. 1590, ascribed to Kesu 
Das, Bharat Kala Bhavan Museum, Varanasi, inv. no. 9947; 
illustrated in Okada, Indian Miniatures, 102, fig. 109. 

28. L17a.
29. L17a. 
30. L26b. 
31. L26b. 
32. L26b. 
33. L26b; 2005.145.4a.
34. John Seyller, “The Walters Art Museum Diwan of Amīr 

Hasan Dihlawi and Salim’s Atelier at Allahabad,” in Arts of 
Mughal India: Studies in Honour of Robert Skelton, ed. Rose-
mary Crill, Susan Stronge, and Andrew Topsfield (London, 
2004), 95–110, at 104.

35. A Royal Hunt, 1602, Walters Art Museum, Baltimore, acc. 
no. W.650, fol. 109b; illustrated in Seyller, “Walters Art 
Museum Diwan,” 101, fig. 8.

36. I am indebted to Milo C. Beach for this observation. Per-
sonal communication, February 2010.

37. For a list of works by Salim Quli, see Beach, “Persian Cul-
ture,” 351; Seyller, “Walters Art Museum Diwan,” 110 n. 25.

38. Chester Beatty Library, Dublin, Ms. 37, fols.15v, 106r, 122r; 
illustrated in Leach, Mughal and Other Indian Paintings, 
1:202, 230, 231, figs. 2.48, 2.87, and 2.92, respectively. 

39. British Library, London, Add. Ms. 18579; illustrated in J. V. 
S. Wilkinson, The Lights of Canopus: Anvār i Suhailī (Lon-
don, 1929), pls. XXXI and XXXIV.

40. Matthew 1:18–25, 2:1; Luke 2:1–7.
41. 2005.145.4a.
42. 2005.145.4a. 
43. 2005.145.4a.
44. 2005.145.4a.
45. L18a.
46. L18a. 
47. 2005.145.4a.
48. The figure at the entrance is practically identical to a youth 

in a slightly earlier painting, ca. 1598, by Lala, in the Khamsa 
of Amir Khusraw of Delhi, Walters Art Museum, Baltimore, 
acc. no. W.624, fol. 35a; see Seyller, Pearls of the Parrot, 
54–55, cat. no. 5. Apart from the feet, the position of the 
arms and the rest of the body is the same, as are the orange 
jama and gold patka (cloth tied around the waist over the 
jama) in both figures. 

49. Identified as The Inn at Bethlehem, ca. 1604–10, Victoria 
and Albert Museum, London, inv. no. IS 170-1950; see also 
Stronge, Painting for the Mughal Emperor, 105, pl. 72. 

50. See also fig. 4.9 for a miniature signed by the same painter.
51. The figures’ garments are not inspired by those normally 

worn by shepherds and include belts with gold medallions 
and boots similar to those of the Three Magi: cat. nos. VIII 
and IX.

52. L19a.
53. The depiction of such capitals in a Mughal miniature is 

extremely unusual.

NOTES

1. ASI.279.
2. ASI.279. 
3. L5b.
4. L5b. 
5. For a slightly later version of The Birth of Mary, ca. 1610 

(Free Library of Philadelphia, Lewis O M 93) and the origi-
nal Western engraving by Cornelis Cort (after Taddeo Zuc-
caro), 1581, that inspired it, see Beach, Grand Mogul, 156, 
cat. nos. 54, 54a.

6. ASI.270.
7. ASI.269.
8. ASI.269. 
9. Psalms (119–133 [120–134]).
10. ASI.269; L7a.
11. 2005.145.24b.
12. Mirʾāt al-quds, Lahore Museum, Ms. M-645/Mss-46, fol. 8b.
13. In the Protoevangelium of St. James, chap. 7, however, the 

number of steps is not mentioned. 
14. Gospel of Pseudo-Matthew, chap. 4.
15. Gospel of the Nativity of Mary, chap. 6.
16. It is included, for example, in the cycle of frescoes illustrating 

episodes in the life of the Virgin by Giotto, ca. 1305, in the 
Scrovegni Chapel, Padua. 

17. Gospel of Pseudo-Matthew, chap. 8.
18. 2005.145.1a.
19. ASI.1.
20. 2005.145.1b.
21. Mughal miniatures portraying Muslims while praying are 

extremely unusual. For a contemporary example in which 
a mihrab is depicted, see The Muezzin and the Drunkard, 
Būstān of Saʿdī, fol. 196v, Agra, dated 1014 (1605–6), Art 
and History Trust Collection, Houston, Tex., in Beach, “Per-
sian Culture,” 353, fig. 137v.

22. Observing a number of portraits of Salim’s courtiers in the 
so-called Salim Album, it seems clear that around 1600 such 
staffs became particularly popular at Allahabad. For por-
traits of courtiers holding the same type of staffs in the so-
called Salim Album, ca. 1600–1605, Chester Beatty Library, 
Dublin, inv. nos. In 44.2, 11A.35, and 44.1, and Arthur M. 
Sackler Gallery, inv. no. S1986.422, see Wright, Muraqqaʿ: 
Imperial Mughal Albums, 272–77, cat. nos. 30–32, and fig. 
28, respectively.

23. For an earlier miniature of a Bahāristān, 1595, Bodleian 
Library, University of Oxford, Ms. Elliott 254, fol. 29a, see 
John Seyller, Pearls of the Parrot of India: The Walters Art 
Museum Khamsa of Amīr Khusraw of Delhi (Baltimore, 
2001), 107, fig. 37; for later paintings in the Minto Album, 
ca. 1615–20, and the Late Shah Jahan Album, ca. 1650, both 
in the Chester Beatty Library, Dublin, inv. nos. In 07A.9 
and In 07B.36, respectively, see Wright, Muraqqaʿ: Imperial 
Mughal Albums, 327, 387, cat. nos. 45 and 62, respectively.

24. For a courtly miniature, ca. 1600, identified as The Annun-
ciation but illustrating instead the moment immediately 
before Gabriel appears to Mary, see Christie’s, London, Art 
of the Islamic and Indian Worlds, October 5, 2010, 298–99, 
lot 374. 
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73. 2005.145.8a; 2005.145.8b.
74. 2005.145.8b.
75. 2005.145.8b. 
76. Identified by Ali and Ahmed as a Madonna and Child Cel-

ebrating a Holiday, Mirʾāt al-quds, Lahore Museum, Ms. 
M-645/Mss-46, fol. 33b; illustrated in Ali and Ahmed, 
“Mirat-ul-Quds,” 85–86, fig. 69. See also Bailey, “The Lahore 
Mirat Al-Quds,” 36, fig. 6.

77. Entitled Curat IESVS decem leprosos (Jesus Cures Ten Lep-
ers) in Nadal, Imagines (1593), pl. 81; Adnotationes (1594), 
pl. 138.

78. ASI.62.
79. ASI.73.
80. This is not the only miniature in which a dog is depicted 

about to eat grapes. One drawing, The Jesuit Missionary, 
ca. 1590–1600, signed by Manohar, Musée Guimet, inv. no. 
3619Gc, shows a dog staring at a bunch of grapes on the 
floor near a Jesuit. For an illustration, see Okada, Indian 
Miniatures, 144, fig. 165.

81. Described (but not illustrated) as Presentation in the Temple, 
Sotheby & Co., London, July 5, 1965, 17, lot 59. 

82. ASI.67.
83. ASI.68.
84. ASI.68. 
85. ASI.68. 
86. 2005.145.9a; 2005.145.9b.
87. 2005.145.9b.
88. ASI.97.
89. ASI.99; ASI.100.
90. ASI.104; 2005.145.15a.
91. 2005.145.15b.
92. See chapter 3.3, nn. 89 and 90.
93. Now in the Bodleian Library, University of Oxford, Ms. 

Douce Or. Al, fol.41v. For illustrations of the miniature and 
print, see Milo C. Beach, “The Mughal Painter Kesu Dās,” 
Archives of Asian Art 30 (1976–77): 34–52, at 35–36, figs. 1 
and 2, respectively. 

94. Nadal, Imagines (1593), pl. 3; Adnotationes (1594), pl. 5.
95. The Nativity, ca. 1605, Victoria and Albert Museum, Lon-

don, inv. no. D.402-1885. For illustrations of both original 
and copy, see Stronge, Painting for the Mughal Emperor, 
112–13, pls. 78 and 79.

96. The Youth of Rum is Entertained in a Garden by a Fairy and 
Her Maidens, Manohar, 1597–98, Metropolitan Museum 
of Art, New York, inv. no. 13.228.33; illustrated in Seyller, 
Pearls of the Parrot, 98–99, cat. no. 27. For the lacquer bind-
ing at the Walters Art Museum, acc. no. W.624, see Seyller, 
Pearls of the Parrot, 134, fig. 69. The combination of the two 
types of angels is also seen in another Nativity, now in the 
Fondation Custodia, Paris, inv. no. 1972-T.42, illustrated in 
Gahlin, Courts of India, cat. no. 16, pl. 12; and in a minia-
ture of a copy of the Anvār-i Suhaylī in the British Library, 
London, Ms. Add 18579, fol. 368b, illustrated in Wilkinson, 
Lights of Canopus, pl. 35.

97. A similar approach is adopted by the author of a minia-
ture in Amir Khusraw’s Khamsa, The King and the Griev-

54. The same seems to have happened in cat. no. XI, in which 
John the Baptist, too, is portrayed in an environment more 
affluent than that described in the text. 

55. L20a.
56. In cat. no. VI, her robe is orange.
57. The identity of the painter remains unknown, but he seems 

to have authored cat. no. III, as revealed by the figure of the 
shepherd at the bottom, which is strikingly similar to that 
of Joachim, Mary’s father. Their hairstyles, mustaches, and 
long whiskers are practically identical. Confirming such an 
assumption are the lines surrounding the shepherd’s face, 
which are drawn to suggest the same type of movement seen 
in Joachim’s countenance. The figures’ hands are drawn in 
the same fashion, with strong and confident lines in pencil 
ending in pointed fingers. 

58. L23a. 
59. ASI.83.
60. L22b; ASI.83.
61. ASI.70.
62. 2005.145.5a; 2005.145.5b.
63. Leach, Mughal and Other Indian Paintings, 1:147. The min-

iature is not only related to the Allahabad production in 
technical terms but is stylistically closely related to a num-
ber of paintings in the two mentioned manuscripts. The 
type of composition, simple and with a close-up view of the 
Magi, is typical of Allahabad. A number of other elements 
suggests an attribution to someone Leach has identified as 
“Artist B,” the author of at least two miniatures in each of 
the two manuscripts mentioned: Yog Vashisht, dated 11 
Azar, year 47 (December 2, 1602), Ms. In 05, fols. 41v and 
107r (illustrated in Leach, Mughal and Other Indian Paint-
ings, 1:164 and 170, figs. 2.5 and 2.15, respectively), and Raj 
Kunwar, dated year a.h. 1012 (June 11, 1603/May 29, 1604), 
Ms. In 37, fols. 050v and 056v (illustrated in Leach, Mughal 
and Other Indian Paintings, 1:217 and 219, figs. 2.69 and 
2.72, respectively), both in the Chester Beatty Library. The 
work of this unidentified artist is characterized by this par-
ticular type of organic, rocky mountain, and by the floating 
stones, from which emerge perfectly aligned tufts of grass. 
The houses in the back and the fading of the color of the 
sky from light blue to almost white are other elements in 
this miniature also observed in the two paintings in the Yog 
Vashisht.

64. L34b.
65. 2005.145.7a.
66. L25a; 2005.145.7b.
67. ASI.70.
68. Du Jarric, Akbar and the Jesuits, 127.
69. Letter written by Father Jerome, S.J., to Father João Álvares, 

S.J. (?), Assistant to the General, Rome, from Agra, Septem-
ber 24, 1608 (British Library, Add. Ms. 9854, fol. 72b). An 
English version of the letter appears in Guerreiro, Jahangir 
and the Jesuits, trans. C. H. Payne, 65.

70. ASI.73.
71. ASI.73. 
72. ASI.74.
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117. Mirʾāt al-quds, Lahore Museum, inv. no. M-645/Mss-46, 
fol. 58b.

118. ASI.116.
119. This is closely related to a pair of angels depicted in a draw-

ing signed by Kesu, ca. 1595, Chester Beatty Library, Dub-
lin, 11 A.19; illustrated in Leach, Mughal and Other Indian 
Paintings, 1:137–38, cat. no. 1.234.

120. ASI.118; 2005.145.18a.
121. L48a.
122. For an early miniature, Akbar and a Dervish, attributed to 

ʿAbd al-Samad, ca. 1586–87, Aga Khan Collection, M. 147, 
see Sheila R. Canby, Princes, Poets & Paladins: Islamic and 
Indian Paintings from the Collection of Prince and Princess 
Sadruddin Aga Khan (London, 1998), 110, cat. no. 80. Three 
other miniatures with analogous formulas stand out. One, 
Akbar and Baba Bilas, attributed to Laʾl, ca. 1590, from an 
Akbarnāma, Chester Beatty Library, Dublin, Ms. 11A.26 
(illustrated in Rochelle L. Kessler, “In the Company of the 
Enlightened: Portraits of Mughal Rulers and Holy Men,” in 
Studies in Islamic and Later Indian Art from the Arthur M. 
Sackler Museum [Cambridge, 2002], 16–41, at 23, fig. 2), 
shows Baba Bilas being portrayed under a tree, on a raised 
platform by a river, in the same exact position as Elijah. 
Another work, identified as A Royal Outing in the Moun-
tains, ca. 1595, Gulshan Muraqqaʿ, Gulistan Palace Library 
(illustrated in Semsar and Emani, Golestan Palace Library, 
279, cat. no. 206), is more striking in terms of composition, 
even though it is inverted. Here, the main figure is seated in 
the same position on a platform under a similar tree, and 
at the bottom of the miniature a servant is depicted in the 
same curved position, washing a vessel in the river. Finally, 
in a third miniature entitled Prince at Rest, ca. 1608, Los 
Angeles County Museum, inv. no. M. 84.32.7, the main 
figure, platform, and tree are also on the left, as illustrated 
in Pratapaditya Pal, Indian Painting: A Catalogue of the 
Los Angeles County Museum of Art Collection (Los Angeles 
1993), 242, cat. no. 63.

123. A Raven Brings Food to Elijah, formerly in the Howard 
Hodgkin Collection, now in the L. A. Mayer Museum for 
Islamic Art, Jerusalem, inv. no. 69.409, Ms 4-68. 

124. 2005.145.19b.
125. L51a.
126. L51a.
127. L51a.
128. 2005.145.19b.
129. A Royal Hunt, 1602, Walters Art Museum, Baltimore, acc. 

no. W.650, fol. 109b; illustrated in Seyller, “Walters Art 
Museum Diwan,” 101, fig. 8.

130. Pls. 29 and 14, respectively. Identified as Sedat porcellam 
maris Iesvs (Jesus Calms a Storm at Sea) but more properly 
Jesus Being Awakened during a Tempest on the Sea of Gali-
lee, since, as in the Cleveland miniature, Jesus is portrayed 
asleep while a disciple tries to wake him.

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

132. Although its composition is inverted, a Nativity in the Vic-
toria and Albert Museum is, for example, a direct copy of 

ing Mother, 1597–98, Metropolitan Museum of Art, New 
York, inv. no. 13.228.26; illustrated in Seyller, Pearls of the 
Parrot, 52–53, cat. no. 4. One of the rock formations at 
the bottom of this miniature also resembles a lion’s head. 
Seyller attributes this work to Miskin, a painter known for, 
among other characteristics, his use of Western elements in 
Mughal settings, as well as his unique depiction of animals. 
Both miniatures discussed here include figures adopted 
from Western sources. More unusual are the two premoni-
tory crosses, similar in dimensions and proportions, intro-
duced into the two works for no clear purposes. 

98. L39a.
99. 2005.145.13a.
100. L39b.
101. See, for example, The Reception at the Court of Shah ʿ Abbas, 

Isfahan, ca. 1620, Walters Art Museum, Baltimore,  acc. no. 
W.771, fol. 50; illustrated in The Book of Kings: Art, War, 
and the Morgan Library’s Medieval Picture Bible, ed. Wil-
liam Noel and Daniel Weiss (London, 2002), 200, cat. no. 
41. 

102. See, for example, The Feat of King of Yaman, Anvār-i 
Suhaylī, by Aqa Riza, 1604–10, British Library, London, 
Add. Ms. 18579, fol. 331b, in Milo C. Beach, Mughal and 
Rajput Painting, The New Cambridge History of India 1.3 
(Cambridge and New York, 1992), 73, fig. 48.

103. 2005.145.14a.
104. 2005.145.14a.
105. ASI.93.
106. Such daggers apparently originated in the Deccan but 

were soon adopted by the Mughals. For examples from 
the late sixteenth and early seventeenth centuries, see Rob-
ert Elgood, Hindu Arms and Ritual: Arms and Armour 
from India, 1400–1865 (Delft, 2004) 163, figs 16.1 and 16.2 
(right-hand side).

107. Saʾdi and the Idol of Somnath, Būstān of Saʿdī, fol. 174r, 
dated 1014 (1605–6), Agra, Art and History Trust Collec-
tion, Houston, Tex.; illustrated in Beach, “Persian Culture,” 
351, fig. 137r.

108. A Royal Hunt, 1602, Walters Art Museum, Baltimore, acc. 
no. W.650, fol. 109b; illustrated in Seyller, “Walters Art 
Museum Diwan,” 101, fig. 8.

109. Note, for example, the man with the European sword in the 
Mirʾāt al-quds miniature and the man with a red hat in the 
Būstān.

110. Moses Praying to End the Serpents’ Attack on the Israelites, 
ca. 1605, San Diego Museum of Art, inv. no. 1990.308.

111. Mirʾāt al-quds, Lahore Museum, inv. no. M-645/Mss-46, 
fol. 54b.

112. Guerreiro, Relaçam (1605), 61a.
113. L44b.
114. ASI.113; ASI.114.
115. See, for example, Alexander is Lowered into the Sea, attrib-

uted to Mukunda, Khamsa of Khusraw, ca. 1595, Metro-
politan Museum of Art, New York, N.Y., inv. no. 13.228.27; 
illustrated in Seyller, Pearls of the Parrot, 90–91, cat. no. 23.

116. Although often published, this is the first time that the 
miniature has been classified as belonging to the Cleveland 
Mirʾāt al-quds. 
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both miniatures are seated and surrounded by a number of 
people, and in each case a pavilion fills the upper-right area 
of the paintings, near a passage behind the arches. 

147. The episode must have had a certain impact at the Mughal 
court, as shown by a unique limestone carving, ca. 1600, 
perhaps reproduced from a European plaquette, now in a 
private collection; illustrated in Moura Carvalho, Luxury 
for Export, 42–43, cat. no. 7. As in the Cleveland miniature, 
Salome’s profile is distinctively Mughal. 

148. ASI.52.
149. 2005.145.11a.
150. L76a.
151. See, for example, a contemporary portrait, Akbar in Old 

Age, ca. 1605, signed by Manohar Das, Cincinnati Art 
Museum, inv. no. 1950.289a; illustrated in Stuart C. Welch, 
India: Art and Culture 1300–1900 (New York, 1985), 181, 
cat. no. 113.

152. See, for example, the thrones of Alexander depicted in two 
paintings of the Khamsa of Amir Khusraw, 1597–98, Wal-
ters Art Museum, Baltimore, acc. no. W.624, fols. 135a and 
139a; illustrated in Seyller, Pearls of the Parrot, 80–83, cat. 
nos. 18 and 19.

153. Lion-headed capitals, inverted or not, are shown in a 
number of miniatures, including: Sita Shies Away from 
Hanuman Because She Believes He Is Ravana in Disguise, 
Rāmāyana, ca. 1594, David Collection, inv. no. 68/1998, 
and An Angel Receiving a Group of Europeans, ca. 1600, 
David Collection, inv. no. 6/1981; both illustrated in Kjeld 
von Folsach, Art from the World of Islam in The David 
Collection (Copenhagen, 2001), 93, 97, cat. nos. 62 and 68, 
respectively. 

154. 2005.145.20a.
155. John 8:6, 8:8.
156. John 8:7.
157. ASI.169.
158. 2005.145.20b.
159. ASI.193.
160. L3a; L3b.
161. ASI.193.
162. L98b.
163. ASI.194; 2005.145.21b.
164. Identified as Jesus Teaching St. Peter and the Other Disciples 

in the Temple, Sotheby’s, London, Arts of the Islamic World 
Including 20th Century Middle Eastern Paintings, October 
18, 2001, 59, lot 63.

165. Identified as The Holy Family, attributed to Mani, Free 
Library of Philadelphia, inv. no. Lewis O M 70; illustrated 
in Bailey, Jesuits and the Grand Mogul, 23, fig. 13.

166. In fact, the richest sources for pictorial evidence of the 
subject are manuscripts, copied and illustrated across the 
Byzantine world. Among these are manuscripts in Paris 
(Bibliothèque nationale de France, Ms. cod. gr. 1528, illus-
trated in Kurt Weitzmann, “The Mandylion and Constan-
tine Porphyrogennetos,” Cahiers Archéologiques: Fin de 
l’Antiquité et Moyen Âge 11 [1960]: 163–84, at 171, fig. 8), 
and New York (Morgan Library, Ms. cod. 499, illustrated 
in Weitzmann, “Mandylion,” 177, fig. 12). Weitzmann  
(p. 170) suggested that these were produced to propagate the 

the corresponding engraving in Nadal’s book, as illustrated 
in Stronge, Painting for the Mughal Emperor, 112–13, pls. 
78 and 79.

133. Jesus Sleeping during the Tempest, ca. 1605, Free Library of 
Philadelphia, inv. no. Lewis O M46. The signature appears 
on top. I am grateful to Joseph Shemtov for his kind assis-
tance.

134. Identified as Storm of the Sea of Galilee, ca. 1650, British 
Museum, London, inv. no. 1920.9-17.031; illustrated in 
Rogers, Mughal Miniatures, 103, fig. 71. 

135. Identified as Storm of the Sea of Galilee, ca. 1650, British 
Museum, London, inv. no. 1920.9-17.032; illustrated in 
Rogers, Mughal Miniatures, 106, fig. 74.

136. ASI.111.
137. 2005.145.16a.
138. By 1932, Maclagan had identified another miniature illus-

trating this theme, but its whereabouts are unknown. Macl-
agan, Jesuits and the Great Mogul, 253.

139. 2005.145.12b.
140. A different version of the theme, identified as Christ Seated 

in a Palace Chamber with a Female Devotee Crouching at 
His Feet, Surrounded by Male Courtiers in European-Style 
Dress, has recently appeared in the art market ( Bonhams, 
London, Islamic & Indian Art, October 4, 2011, 222,  
lot 313), and is now in the Asian Civilisations Museum, 
 Singapore. This belongs to the dispersed copy of the  
Mirʾāt al-quds and was once owned by Howard Hodgkin  
( Sotheby & Co., London, Fine Western & Oriental  Manu - 
scripts and Miniatures, July 5, 1965, 17, lot 61).

141. 2005.145.10a; L68a.
142. L69a; 2005.145.10b.
143. ASI.35.
144. For a miniature in the Ḥamzanāma, Malik Surkhab Submits 

to Hamza, ca. 1570, MAK-Austrian Museum of Applied 
Arts/Contemporary Art, Vienna, inv. no. B.I. 8770/34, see 
Seyller, Adventures of Hamza, 144–45, cat. no. 44; for a 
miniature in a copy of the Akbarnāma, Humayun Surpris-
ing His Parents, ca. 1600, private collection, see Linda York 
Leach, “Pages from an Akbarnama,” in Crill, Stronge, and 
Topsfield, Arts of Mughal India, 42–55, at 42, fig. 1. For a 
miniature of the Pentecost, ca. 1605, in the Eva and Konrad 
Seitz Collection (in which a figure very similar to Mary 
Magdalene appears), attributed by Seyller to Sanvala, see 
Seyller and Seitz, Mughal and Deccani Paintings: Eva and 
Konrad Seitz Collection of Indian Paintings, 46, cat. no. 7.

145. At least one other miniature, Jesus and the Arrogant Hermit, 
Būstān of Saʿdī, fol. 101v, Agra, 1605–6, Art and History 
Trust Collection, Houston, Tex. (illustrated in Beach, “Per-
sian Culture,” 346, cat. 137k), portrays someone touching 
Christ’s feet. See also a Madonna and Child, ca. 1590, Salim 
Album, Chester Beatty Library, Dublin, inv. no. In 44.4 
(illustrated in Wright, Muraqqaʿ: Imperial Mughal Albums, 
266–67, cat. no. 27), in which a woman also touches the feet 
of a man carrying a cross. It does not seem that the latter 
figure was intended to be Jesus, since in the same painting 
the Madonna and Child Jesus are also portrayed.

146. Chester Beatty Library, Dublin, Ms. 3, fol. 263v; illustrated 
in Brand and Lowry, Akbar’s India, 53. The main figures in 
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173. 2005.145.22b.
174. See, for example, a group of yogis in a miniature (1609–

10) in the so-called Berlin Album, assembled in 1610, 
 Staatsbibliothek Preussischer Kulturbesitz, Ms. A117,  
fol. 25b; illustrated in Beach, Mughal and Rajput Painting,  
85, fig. 59.

175. Now in the British Museum, London, inv. no. 1965.7-24.05. 
176. “If Jesus’s ass is taken to Mecca, when it comes back it will 

be still an ass,” as reproduced in Saʿdī, The Gulistan (Rose 
Garden) of Saʿdi: Bilingual English and Persian Edition with 
Vocabulary, trans. Wheeler M. Thackston (Bethesda, Md., 
2008), chap. 7, story 1, p. 130.

177. L127b.
178. L127b; 2005.145.23a; L128a.
179. The Thief and the Beggar, Būstān of Saʿdī, fol. 169r, Agra, 

dated 1014 (1605–6), Art and History Trust Collection, 
Houston, Tex.; illustrated in Beach, “Persian Culture,” 350, 
fig. 137q.

180. For an illustration, see Beach, “Gulshan Album,” 74, fig. 6.
181. Although the soldiers show the same type of movements, 

they are not dressed as Roman soldiers; illustrated in Imag-
ines, pl. 121, and Adnotationes, pl. 94.

182. Ca. 1590, Museu Nacional de Arte Antiga, inv. no. 14.399; 
illustrated in Flores and Vassallo e Silva, Goa and the Great 
Mughal, 109, cat. no. 39.

183. Guerreiro, Relaçam (1605), 50a. This was offered with a 
further portrait, also “ao natural,” of D. Afonso de Albu-
querque (d. 1515), conqueror of Goa (1510) and the mas-
termind behind the political and military expansion of the 
Estado da Índia.

establishment in 945 of a new calendar feast, as well as the 
resulting homily, attributed to Emperor Constantine VII  
(r. 913–45/945–59), which celebrated the transference of the 
portrait of Jesus from Edessa to Constantinople the previ-
ous year. It was, however, the Byzantine emperor Romanos 
I Lekapenos (r. 920–44) who reached an agreement with 
the local Muslim authorities; under the Abbasid caliph, 
the latter exchanged it for two hundred Muslim prisoners 
and twelve thousand pieces of silver: Segal, Edessa: ‘The 
Blessed City’, 215. For a description of the event and original 
sources, see Sebastian Brock, “Eusebius and Syriac Chris-
tianity,” in Eusebius, Christianity, and Judaism, ed. Harold 
W. Attridge and Gohei Hata (Detroit, 1992), 212–34. The 
scene is also reproduced on the silver frame of the Holy 
Mandylion, illustrated in Colette Dufour-Bozzo, “La Cor-
nice del Volto Santo di Genova,” Cahiers Archéologiques: 
Fin de l’Antiquité et Moyen Âge 19 (1969): 224.

167. Apparently it was only in 2003 that the frescoes were 
published in their entirety, in a thorough study by Nicola 
Courtright, The Papacy and the Art of Reform in Sixteenth-
Century Rome: Gregory XIII’s Tower of the Winds in the 
Vatican (Cambridge and New York, 2003). I am indebted 
to Gerhard Wolf for sharing this information with me.

168. In the north wall, by Matthijs Brill. For illustrations, see 
Courtright, Papacy and the Art of Reform, figs. 105 and 126. 

169. Mirʾāt al-quds, Lahore Museum, Ms. M-645/mss-46, fol. 3b; 
illustrated in Ali and Ahmed, “Mirat-ul-Quds,” 84, fig. 67.

170. 2005.145.21b.
171. 2005.145.21b.
172. ASI.217; ASI.218.


