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The status and use of carpets in Iran in the century fol-
lowing the end of the Safavid age, in 1722, have not been 
altogether clear, partly because this period in Iran’s his-
tory has not been properly covered or well understood. 
Due to the era’s complicated political situation, among 
other factors, the arts received inadequate attention.1 
Consequently, few scholars were aware of the carpet 
weaving tradition of this long period. While the Safa-
vids (1501–1722) were directly involved with the carpet 
industry—setting up workshops and using carpets in 
their palaces2—little is known about how their suc-
cessors dealt with it. The present study addresses an 
aspect of carpet history in the eighteenth and nineteenth 
centuries, namely, the presence and use of carpets and 
related floor coverings in royal Persian paintings from 
the Afsharid (1736–96) and Zand (1760–93) periods, 
as well as the reigns of the first two Qajar monarchs 
(1785–1834).3

It has recently been shown that carpet weaving in 
Iran continued throughout these years and did not 
decline as was previously believed.4 Even though it was 
primarily a rural craft practiced at the folk level, fine 
carpets were nonetheless woven in professional at -
eliers (kārkhāna) in urban centers. Furthermore, they 
are repeatedly mentioned in historical accounts in royal 
contexts. We thus learn, for instance, of the large num-
ber of carpets commissioned by Nadir Shah (r. 1736–47) 
from Kirman, and of the gold-threaded carpets donated 
by �Ali Mardan Khan Zand (r. 1781–85) to the shrines 
in Iraq. In the Qajar epoch, carpets were omni present 
in the palaces of Fath �Ali Shah (r. 1797–1834) and some 
have survived bearing dedicatory inscriptions to Nasir 
al-Din Shah (r. 1848–96). Consequently, it is safe to 
assume that knotted-pile carpets were woven in Iran 

during these two centuries and, moreover, were used 
by members of the various dynasties.5

 Persian painting in the eighteenth and nineteenth 
centuries often depicted royal subjects and scenes at 
court. A substantial number of textiles are present in 
these works as elements of furnishing. Afsharid painting 
has generally been overlooked, due to its scarcity and 
poor quality, but floor coverings are ubiquitous in the 
formidable corpus of Zand and Qajar art, a better-stud-
ied subject.6 No carpets have been recognized in these 
paintings, however, nor has any convincing explanation 
been given towards identifying the various floor cover-
ings therein. The common assumption is that they are 
stylized models of textiles that have not survived.

Relying on historical and artistic evidence, includ-
ing surviving carpets from the period, this paper argues 
that carpets were indeed represented in Persian paint-
ing from the post-Safavid period. Furthermore, the evi-
dence presented below demonstrates that in addition to 
carpets, Persian artists often depicted two very particu-
lar types of floor covering: felts and silks. We will exam-
ine the nature and significance of these two types, as well 
as the impact they had on carpet weaving.

S. G. W. Benjamin, the first American envoy to Iran, 
remarked upon the reliability of Persian paintings in 
depicting real objects when he visited the Gulistan Pal-
ace and its treasury rooms in 1883. Looking at the early 
nineteenth-century paintings on the walls, he noted that: 

The portraits are evidently characteristic likenesses, 
while the various court costumes of eighty years ago—
silks, embroidered sashes, tunics of Cashmere shawls, 
and glittering decorations and armor—are represented 
with a fidelity that give great historic value to the paint-
ing.7 
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We may infer that floor coverings were represented with 
similar precision. Within the wider scope of woven fab-
rics, therefore, we will focus on these, since other textiles 
have been covered elsewhere.8

A BRIEF HISTORICAL SKETCH

The later Safavid shahs grew lax and their rule was weak 
and negligent. Regional peace and prosperity aided 
them but matters came to a head under Shah Sultan 
Husayn (r. 1694–1722), when in 1722 a band of maraud-
ing Afghans under the command of Mahmud Khan 
Ghilzai captured Isfahan after a brutal siege. The city’s 
fortunes plummeted under the weight of the atrocities 
that befell its population and its institutions (including 
its workshops). The Afghan invasion ushered in three - 
quarters of a century of warfare and general instability, 
during which the country was rarely unified. Afghan 
rule was put to an end in 1729 by Nadr Quli, a chieftain 
from the Afshar tribe. After expelling the Russian and 
Ottoman armies that had wrested control of the western 
half of Iran, he had himself crowned as Nadir Shah in 
1736, inaugurating a reign that was violent, harsh, and 
excessively occupied with warfare. His invasion of India 
in 1739 stands out, mostly for the extraordinary booty 
that he brought back: it kept the Iranian economy afloat 
for the rest of the century and had a powerful impact 
on the Persian decorative arts. Nadir’s assassination 
in 1747 led to a further period of turbulence, with the 
country eventually splitting into two separate entities. 
Khurasan, the large northeastern province, formed a 
buffer state for the revived Afghan kingdom and was 
ruled by Nadir’s blinded grandson, Shahrukh (r. 1748–
96). The southern and western provinces, meanwhile, 
were submerged in tribal wars until they were brought 
together under the rule of Karim Khan Zand (r. 1760–
79), whose reign brought to his domains a measure of 
respite, allowing arts and crafts to revive, particularly 
lacquer and oil painting, which flourished in this period. 
His Zand successors were quickly eclipsed by the rising 
fortunes of the Qajar tribe, whose leader, Agha Muham-
mad Khan (r. 1785–97), defeated the last Zand army in 
1794 and regained control of Khurasan in 1796, reunit-
ing the country at last. The Qajars would rule Iran until 
1925.

 Even though Iran’s borders contracted in the nine-
teenth century, its society, economy, and craft pro-
duction were greatly influenced by events during this 
period. The reign of Fath �Ali Shah witnessed a major 
revival in royal patronage for the arts, mostly paint-
ing, and a distinctive Qajar style evolved out of the 
 foundations that took shape under the Zands. Minia-
ture painting revived while the age’s greatest artists 
worked on lacquer painting and the characteristic oil 
portraits that became the hallmark of Qajar art. These 
trends continued under Muhammad Shah (r. 1834–
48) and Nasir al-Din Shah, during whose reign Euro-
pean cultural and economic penetration reached new 
heights.9

A NOTE ON FELTS

It is necessary to explore the characteristics and func-
tions of luxurious felts before embarking on a study of 
post-Safavid carpets. Felts or namads often appear in 
paintings and lacquer work and are regularly mentioned 
in contemporary accounts. However, they have hitherto 
received little attention from scholars, partly because 
they were not exported10 and also because not many 
have survived.11 There is considerable evidence that 
they were regarded as an essential element of Iranian 
furnishing (see below), admired mostly for the com-
fort they provided. As Benjamin noted: “But nothing in 
the way of a carpet can be so luxurious and suggestive of 
comfort as a Persian namad an inch thick.”12 Some saw 
in carpets and namads a way for an Iranian to express 
his wealth. Around 1820, the British artist and traveler 
Sir Robert Ker Porter observed:

The utmost magnificence of his [an Iranian’s] house 
consists in the number of apartments and extent of the 
courts; of the rose trees and little fountains in the one, 
and the fine carpets and nummuds in the other.13 

Felts were made all over the country; Kirman, Yazd, and 
Hamadan were noted production centers. 

 Namads were ubiquitous across all sections of Ira-
nian society, i.e., among nomads, in villages and cities, 
and at the royal court. Relatively coarse and intended 
primarily for practical comfort rather than decoration, 
namads played a major role in nomadic life, covering 
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the grounds of most tents and keeping those within 
warm and dry. In rural communities as well, namads 
were often, but not always, the sole mode of floor cover-
ing, since they afforded warmth and insulation. Urban 
households, on the other hand, commissioned felts from 
workshops, sometimes ordering them to fit specific 
rooms.14

Indeed, the upper classes generally preferred high-
quality felts decorated with flowers and geometric fig-
ures. Felts were frequently mentioned alongside rugs in 
eighteenth- and nineteenth-century accounts and the 
two were often placed together. The dīvānkhāna, or 
reception room in private mansions, was often “covered 
with a rich carpet, and handsome numuds,” accord-
ing to E. S. Waring, an Englishman who visited south-
ern Iran in the first decade of the nineteenth century.15 
The British diplomat Sir John MacDonald Kinneir, writ-
ing in the same period, stated that all mansions of the 
nobility were “covered with carpets and numuds.”16 In 
an audience with the governor of Bam in 1810, the East 
India Company officer Henry Pottinger described the 
chamber as having a “floor covered with rich Persian 
carpets, and round the walls Numuds, or felts, for sit-
ting upon.”17 

 Felts were to be found at the court as well, as visi-
tors to Iran during Fath �Ali Shah’s reign noted. Porter 
observed that in the audience hall in the Sulaymaniyya 
Palace, “the whole of its capacious floor was, as usual, 
covered with carpets and nummuds of the most costly 
fabric,” while at the Nigaristan Palace, “[t]he carpets and 
nummuds of these apartments were of the most delicate 
fabric, and literally, as we moved, we felt we were tread-
ing on velvet.”18 Travelers saw carpets in the provincial 
courts of Fath �Ali Shah’s numerous progeny as well. 
Although the court of �Abbas Mirza, the crown prince, 
was less ceremonial than that of his father, nonetheless, 
according to the English visitor George Fowler, it “was 
richly carpeted, and nummeds were laid on each side, 
for the visitors to range themselves according to their 
rank.”19 Delegates of the British embassy to the court of 
Husayn �Ali Mirza in Shiraz, furthermore, sat “accord-
ing to rank on nammeds laid close to the wall, over the 
splendid carpet of this room,” as witnessed by Sir Wil-
liam Ouseley.20 

 The namads in all the above cases were made of 
sheep’s wool that was of a natural brownish hue, 
although the patterning was done in different colors.21 
Felts had fuzzy or jagged edges and were quite thick, 
as contemporary observations verify.22 In all these sec-
tors of society, carpets—if present—would be placed on 
top of felts because they were more precious and tended 
to be more decorative. In one notable exception, how-
ever, members of the ruling class reclined on a specially 
made felt called the takya-namad, which was made of 
fine goat’s hair23 called kurk that came in two natural 
varieties, beige or reddish brown. Historical records, 
especially from the English and Dutch East India Com-
panies, show that the latter was preferred.24 Due to their 
fineness, takya-namads were often folded to achieve 
more padding. Paintings and historical texts indicate, 
however, that they were also laid out flat on top of car-
pets that covered the ground.25 In some cases, a silk or 
cotton textile would be placed on top. 

This practice of layering floor coverings is verified by 
eighteenth- and nineteenth-century paintings, as well as 
by contemporary accounts, which reveal how they were 
arranged in a strict hierarchy, with the coarser fabrics on 
the bottom and the more precious ones on top. Accord-
ing to Johnson, a traveller who visited Iran in 1817, “[t]he 
floor, generally of clay, is first covered with mats, then 
with a carpet, on which are small nummuds, or felts.”26 
The mats would have served as a protective layer to 
keep the carpets clean and dry without being soiled by 
clay; they would also have kept the carpets from sliding. 
J. B. Fraser, the most prolific travel writer of the 1820s 
and 1830s, noted that “[b]eautiful numuds and rich car-
pets were spread above Indian mats on the floor.”27 Felts 
were commonly placed on top or along the sides of the 
carpet. It is in this way that we should understand the 
numerous references to “carpets and numuds” in these 
accounts. In 1800, the French traveler Olivier observed 
that these two types of floor coverings were also layered 
the other way, with the felt beneath the carpet: “Le pre-
mier des tapis qu’on met sur le plancher, est un feutre 
fort épais et assez fort; le second est ce que nous connais-
sons sous le nom de tapis de Perse.”28 It should be noted 
that two types of felt were used with carpets: coarse and 
fine.29 Olivier’s “strong felt” ( feutre fort) denotes the 
former kind, which was placed under the carpet. It was 
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closer in shape and function to the aforementioned mats 
than to the soft, fine namads, which were smaller and 
placed above carpets for seating. The finest of this kind 
were the takya-namads.

Takya-namads appeared in Persian miniature paint-
ings from the fifteenth century at least, as Timurid 

works show.30 These fine felts were depicted more reg-
ularly in Safavid miniatures and were even mentioned 
by sixteenth- and seventeenth-century observers.31 An 
excellent example appears in an early Safavid painting 
(ca. 1530) depicting a prince reclining on a reddish-
brown takya-namad folded in four and with what looks 
like an uneven edge (fig. 1). Delicate patterning appears 
in the central field and border, beyond which is a broad, 
plain stripe. The same details of color, pattern, and 
appearance are repeated on a takya-namad in a Safa-

Fig. 1. Prince reclining on a takya-namad. Attributed to 
Aqa Mirak, Safavid dynasty, ca. 1530. Album page, opaque 
watercolor, ink and gold on paper. Arthur M. Sackler Gal-
lery, Smithsonian Institution, Washington D.C.: Purchase, 
Smithsonian Unrestricted Trust Funds, Smithsonian Col-
lections Acquisition Program, and Dr. Arthur M. Sackler, 
S1986.300. (Photo: courtesy of the Arthur M. Sackler Gal-
lery)

Fig. 2. Picture of a seated nobleman, showing a takya-namad. 
Muhammad Zahad Samarqandi, Safavid dynasty, 1660s. Oil 
on woven fabric support mounted with decorated paper sur-
rounds backed with eighteenth-century Indian album-page 
paper, with a smaller piece of calligraphy on the back. Freer 
Gallery of Art, Smithsonian Institution, Washington D.C.: 
Purchase, F1999.18. (Photo: courtesy of the Freer Gallery 
of Art)
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vid painting from the 1660s showing a seated nobleman 
(fig. 2). These kurk felts do not seem to have changed 
very much in the intervening years, the only major dif-
ference being that the latter was folded in two. However, 
this does not appear to have been standard practice, as 
almost all other Safavid depictions show them folded in 
four. Such was the case, for instance, with a Shāhnāma 
miniature dated 1107 (1696–97),32 as well as with a 
very late painting from the waning days of the dynasty, 
which shows the distribution of Nawrūz gifts in 1134 
(1722) by Shah Sultan Husayn, who is seated on a beige 
takya-namad with a plain outer stripe (fig. 3).

No examples of takya-namads have survived, proba-
bly owing to their fragile nature. The few extant namads 
correspond to historical accounts and are consistent 
with painted representations. These are mostly the 
products of nineteenth-century commercial workshops. 
A good example, in the Ashmolean Museum at Oxford, 

is a Persian felt with a relatively detailed field design 
and a thick edge (fig. 4); another one can be found in 
the Ardabil shrine in Iran (fig. 5).33 These felts have two 
distinct design elements, found both on surviving exam-
ples and on their representations in painting, which are 
so recurrent they may be considered identifiers of Per-
sian felts, namely, a border pattern consisting of a frame 
of reciprocal, interlocking finials and a broad outer band 
in natural-colored wool. It is useful to bear these fea-
tures in mind because they appear on all felts in post-
Safavid painting, occasionally allowing us to identify 
the type of object depicted. Upon closer inspection, it 
becomes clear that these two characteristics are found 
on the takya-namad in figure 3 as well.

These examples demonstrate that it was possible to 
achieve fine and detailed patterns in namads.34 Medal-
lion designs appeared on felts such as the one in the Ash-
molean; however, allover patterns were more common. 

Fig. 3. Distribution of New Year presents by Shah Sultan Husayn. Isfahan, probably 1721. Painting once mounted in an 
album. London, The British Museum, 1920, 0917.0299. (Photo: © The Trustees of the British Museum)
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Lattice designs were especially prevalent, but other pat-
terns involving the repetition of small-scale motifs, such 
as roundels and geometric ornamentation, also occur.

 Having established what namads looked like, it 
becomes possible to identify them in post-Safavid 
painting. An oil painting of Karim Khan and his kins-
men offers the clearest example (fig. 6): the Zand ruler 
reclines on a red-brown felt that is folded beneath him. 
As with subsequent depictions below, it has a broad, 
plain outer band and a reciprocal finial border, which, 
together with the color and manner in which it is folded, 
indicate that it is a takya-namad made of kurk. Face-up 
flower heads are visible in the pattern. It now becomes 
easier to embark on a chronological study of carpets and 
felts at the various Persian royal courts.

CARPETS AND FELTS IN AFSHARID PAINTING

Hardly any evidence survives from the tumultuous 
Afghan decade of the 1720s, when most of Iran’s insti-
tutions collapsed. With the paltry documentation we 
have on the period’s weaving industries, it is difficult 
to attribute any surviving carpets to this brief interlude. 
Nor does it seem that any paintings were commissioned 
during this period.

The situation is different for the 1730s and 1740s, 
which are relatively well documented: Muhammad 
Kazim Marvi, a contemporary historian, mentions 

Fig. 4. Iranian felt. Nineteenth century, 1.77 x 3.50 m. Uni-
versity of Oxford, Ashmolean Museum, EA2002.6. (Photo: 
courtesy of the Ashmolean Museum)

Fig. 5. Iranian felt. Ardabil Shrine, nineteenth century. 
(Photo: courtesy of Prof. James Allan, Oriental Institute, 
University of Oxford)
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Nadir’s various commissions of carpets from Kirman, 
as well as the presence of carpets in his palaces and mil-
itary encampments.35 Owing to the stability of Nadir’s 
rule and the aura surrounding his military achieve-
ments, numerous paintings were executed of him and 
his court. These works are a particularly useful source 
for this study because of the carpets and textiles depicted 
in them. 

 Indeed, Afsharid paintings offer substantial evi-
dence for the type of carpets in fashion at Nadir’s court 
and the manner of their use. A large oil painting in the 
Victoria & Albert Museum (ca. 1740) shows a bejew-
eled Nadir Shah kneeling on a red floor covering with 
a central medallion design (fig. 7). As with felts, sur-
viving carpets tended towards a general preference for 
allover patterns of small-scale motifs rather than cen-
tral medallion patterns; nonetheless, a few medallion 
carpets have survived.36 However, it is not clear exactly 
what type of floor covering is portrayed in this painting: 
its border resembles Indian textiles of the period (in its 
repeating vegetal ornamentation, which recalls one of 
the ear liest forms of the boteh [paisley] motif), while the 
range of colors is somewhat limited. Indeed, the item 
is more likely of Indian origin rather than Persian, as 

is suggested by various elements of the composition, 
indicating that the portrait was completed after Nadir’s 
successful invasion of India. The manner of adorning 
his costume with jewels, particularly the armbands, was 
borrowed from Mughal rulers.37 The diverse studded 
objects in the picture are reminiscent of the Mughal 
treasures that Nadir looted from Delhi in 1738, some of 
which he dispatched to the Russian tsar in 1741,38 while 
other pieces came up at auction in 2004.39

 From roughly the same period, we have a painting 
showing Nadir receiving an Ottoman envoy, which 
offers a good example of the Iranian custom of layer-
ing different textiles on top of one another (fig. 8). It is 
especially valuable because it shows the earliest—and 
perhaps the only—depiction in painting of a  carpet 
pair, i.e., two carpets of the same size, woven with the 
same pattern. Blossoming shrubs decorate both fields, 
each of which has a pink border with a floral scroll that 
runs between yellow guard stripes. The carpets cover 
the ground longitudinally with their outer stripes placed 
side by side in the center of the composition. Placed 
across the top end of both carpets is a long namad with 
a camel-colored ground whose proportions, thick-
ness, ground color, reciprocal border, and wavy edge 

Fig. 6. Karim Khan Zand and his kinsmen. Attributed to Muhammad Sadiq, Shiraz, after 1779. Oil painting. Private collec-
tion. (After Royal Persian Paintings: The Qajar Epoch, 1785–1925, ed. Layla Diba [New York, 1998], cat. no. 25) 
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all match the usual characteristics of felts. On top of 
the namad is what seems to be a fine textile, proba-
bly of silk or Indian cotton, on which Nadir sits. The 
custom of layering different textiles with the most pre-
cious on top—a tradition described in documentary and 
visual sources—is also seen in the paintings of the Asta-
rabadi manuscript, discussed below. Those paintings 
show Nadir sitting on what certainly are fine textiles.

Little of note has survived from the post-Nadiri 
Afsharid state based in Khurasan. Painting continued, 
albeit in rougher and far less ambitious forms. Most 
works mimic late Safavid fashions and are weak in 

comparison with contemporaneous Zand production 
in central and southern Iran; they lack sophistication 
and generally do not depict carpets. A good example of 
the relative weakness of post-Nadiri Afsharid painting 
is a copy of Mirza Muhammad Mahdi Khan Astaraba-
di’s Jahāngushā-yi Nādirī, Nadir’s official biography, 
located in the collection of the Royal Asiatic Society 
in London.40 It contains five miniatures that are rather 
crude in style and execution, some of which were left 
unfinished. They generally feature battle scenes with lit-
tle attention to detail and, regretfully, no depictions of 
carpets.41 However, this is not to say that carpets were 
not woven in Afsharid Khurasan during the second half 
of the eighteenth century; numerous references testify 
to such production,42 as do a few dozen surviving rugs 
with a demonstrable Khurasani technique.43 

Nonetheless, it appears that there were exceptions 
to the low-quality works typical of Afsharid Khurasan, 
the principal one being a beautifully written and exe-
cuted copy of Astarabadi’s Jahāngushā-yi Nādirī, dated 
to 1757.44 This particular manuscript has three paint-
ings that depict carpets in various audience scenes with 
the shah, one of which shows Nadir and the defeated 
Muhammad Shah (r. 1720–48) of Delhi (fig. 9). A blue 
textile with a generic design of leafy arabesques and 
flowers covers the enclosed platform, though it is diffi-
cult to ascertain exactly what type of covering it is. The 
textile that Nadir sits on is held down by four weights, 
called mīr-i farsh (roughly, lord of the carpet),45 indi-
cating that it was a light object and not a knotted-pile 
carpet.46 The textile seems to be studded with pearls 
and jewels (probably rubies and emeralds) jutting out 
from its surface. 

 The significance of the painting lies in the carpet in 
the foreground, which corresponds to a major extant 
type. Inspection of the field (especially to the right) 
shows a clear lattice pattern with flowering shrubs, while 
the border displays a meandering scroll of flowers, alter-
nating in red and blue. Lattice carpets, among the most 
prevalent in the eighteenth century, were produced 
in relatively great numbers, with Kirman and Kurdi-
stan among the principal weaving centers.47 Surviv-
ing examples are essentially similar to the image in the 
1757 painting, with an allover network of compartments 
formed by vegetal scrolls enclosing flowering plants and 

Fig. 7. Portrait of Nadir Shah. Oil Painting, ca. 1740. London, 
© Victoria & Albert Museum, IM.20-1919. (Photo: courtesy 
of the Victoria & Albert Museum)
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Fig. 8. Nadir Shah receiving an Ottoman envoy. Opaque watercolor and gold on paper, ca. 1740. Private collection. (After 
Royal Persian Paintings, ed. Layla Diba, cat. no. 21)

Fig. 9. Nadir Shah and Muhammad Shah of Delhi. Miniature Painting, 1757. (After Mirza Muhammad Mahdi Astarabadi, 
Tārīkh-i Jahāngushā-yi Nādirī, ed. A. A. Burumand [Tehran, 1991], 330)



hadi maktabi326

Lacquer work acquired additional prestige in the sec-
ond half of the eighteenth century as a result of increased 
patronage, and because it was easier to transport than 
life-size oil paintings. Some of the foremost artists of the 
age worked in both media.51 Lattice carpets frequently 
appear in lacquer work. A well-executed early example 
is found on a Zand casket dated 1190 (1776–77), which 
depicts a gathering of scholars seated on a red lattice 
rug of a type common at the time.52 Most depictions 
of lattice carpets, however, occurred in royal contexts.

 Textual and visual sources combine to give us a clear 
picture of what floor coverings were used in the period 
between 1781 and 1785, when �Ali Murad Khan Zand 
ruled from Isfahan. The nineteenth-century historian 
Mirza Fasa�i tells us that the ruler donated rich car-
pets, woven with gold thread, to the shrine in Najaf,53 

bushes. A notable illustration is a Kirman lattice car-
pet in the Iran Bastan Museum in Tehran, inscribed 
�amal-i ustād Mu�ammad Sharīf Kirmānī sana 1172 
(work of the master Muhammad Sharif Kirmani, in the 
year 1758–59)—that is, a year after the Astarabadi manu -
script was completed.48 Another, in St. Petersburg, has 
a very similar pattern without inscriptions (fig. 10).

 Another painting in the manuscript shows Nadir 
being entertained by musicians and dancers in front 
of an iwan (fig. 11). The two textiles in the painting 
appear more clearly in another work that shows Nadir 
at his coronation in Mughan (fig. 12).49 The recurrence 
of both types reinforces the idea that they were used on 
ceremonial occasions. Extending across the picture is a 
large red carpet whose beige border is filled with a zig-
zagging flowered vine. It may have been made in Kir-
man, as textual evidence indicates that Nadir ordered 
carpets woven there for this event.50 It is interesting that 
large, red carpets appear both in the manuscript and in 
the oil painting in figure 7. We may infer that the tex-
tile on which Nadir reclines is most probably a silk or 
cotton weaving for three reasons. First of all, there was 
the custom of layering different textiles. Secondly, the 
smaller textile is held down by mīr-i farsh weights, indi-
cating that it was a light object and not a knotted-pile 
carpet. Thirdly, the textile seems to be ornamented with 
precious stones, a feature not associated with carpets or 
felts.

The scattered evidence for the Afsharid period reveals 
that large carpets on a predominantly red ground were 
used in royal audiences; lattice, medallion, and shrub 
designs were common in these contexts as well. Paint-
ings from this era are also valuable for their depictions 
of layered floor coverings.

CARPETS AND FELTS IN ZAND PAINTING

References to carpet weaving in textual sources contin-
ued in the Zand period, occasionally in association with 
various members of the dynasty. Indeed, carpets and 
felts feature in many of the artworks produced during 
their rule. As mentioned earlier, the painting “Karim 
Khan Zand and His Kinsmen,” for instance, depicts a 
fine takya-namad (fig. 6).

Fig. 10. Lattice-type carpet. Probably Kirman, ca. 1750, 1.52 
x 2.16 m. St. Petersburg, The State Hermitage Museum, 
VT-1009. (Photo: courtesy of The State Hermitage Museum)
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Fig. 11. Entertainments at the court of Nadir Shah. Miniature Painting, 1757. (After Astarabadi, Tārīkh-i Jahāngushā-yi 
Nādirī, 139)

Fig. 12. The coronation of Nadir Shah. Miniature Painting, 1757. (After Astarabadi, Tārīkh-i Jahāngushā-yi Nādirī, 271)
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encloses a flower head. The floor coverings in the first 
two paintings have red fields, while the one in the por-
trait of Sulayman Pasha has a blue field. This design 
was popular on late eighteenth-century carpets, as evi-
denced by various surviving specimens.57 The position-
ing of these pieces under the fine felts further supports 
the idea that they were carpets; moreover, no other Per-
sian floor coverings had similarly ornamented patterns.

Figures 13, 14, and 15 feature lattice namads, which 
were used until at least the mid-nineteenth century.58 
A book painting from the 1820s demonstrates that lat-
tice patterns were used for both carpets and felts: the 
ground is blanketed by a large blue carpet bearing a 

while another historian, Mirza Muhammad Kalantar-i 
Fars says that he also gave some carpets to the Karbala 
shrine.54 A painting of �Ali Murad in his palace shows 
what royal furnishings of the time looked like and also 
puts into context what William Francklin, an East India 
Company agent, saw in the camp of �Ali Murad’s suc-
cessor, Ja�far Khan Zand, in 1786. The latter’s tent was 
“covered with a rich carpet and long felts,” while that 
of his minister was “covered with a fine Persian carpet, 
and with long felts, made at Yezd.”55 

The painting in question, one of a series of three con-
tained in an album in Berlin, depicts this combination 
of carpet and namad quite well. French handwriting 
in the upper margin of each page indicates that these 
works were painted in Baghdad in 1785. The draw-
ing is remarkably similar in all three paintings, which 
share the same elements of composition, differing only 
in details of dress or landscape. Their style resembles 
other Zand paintings and the evident familiarity with 
costume and headgear indicates the hand of a Persian 
artist. Each of the three paintings shows a contempo-
rary ruler receiving a dignitary. The first one (fig. 13) 
portrays the Afghan Timur Shah (r. 1773–93). The next 
(fig. 14) depicts �Ali Murad Khan Zand, Régent Des-
potique actuel de la Perse, i.e., the reigning vakīl or 
regent.56 He and the courtier to the right wear typical 
Zand turbans, which are consistent with contemporary 
paintings of the period (e.g., fig. 6). The third paint-
ing (fig. 15) shows the governor of Baghdad, Sulayman 
Pasha (r. 1780–1802). 

All three paintings depict two types of textile furnish-
ings, with only small variations in each case. With the 
exception of the border details, the design on the item 
on which the central figure actually sits is identical in 
each of the three paintings, with back-to-back arabesque 
leaves forming a large-scale lattice pattern. The main 
border in figure 15 has the reciprocal toothed pattern 
associated with felts. The thickness of the edge of the 
fabric facing the viewer, its wide, undecorated, camel-
colored outer border, and the manner in which it is laid 
on top of the carpet, all point to this being a high-qual-
ity regular felt, although given its size and the lack of 
folding it was probably not a takya-namad.

The lower section of each painting shows a floor cov-
ering with an allover lattice pattern. Each resultant com-
partment, formed by four leaves laid out in a diamond, 

Fig. 13. Timur Shah of Qandahar. Miniature Painting, 1785. 
Berlin, Museum für Islamische Kunst, B124. (Photo: cour-
tesy of the Museum für Islamische Kunst)
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 lattice structure of alternately concave and convex lobed 
compartments, while the far end of the room is covered 
with a long felt, placed in a way that matches written 
accounts of how rooms were furnished.59 

 From the late Zand period we have a painting of Shah 
�Abbas II (r. 1642–66) featuring a textile that almost cer-
tainly was a carpet (fig. 16). Its central medallion design 
is mostly associated with pile carpets, a fine example 
being the Kirman rug (dated 1213 [1798–99]) that was 
exhibited in the groundbreaking Persian exhibition 
held in London in 1931.60 While the field decoration 
in the painting is simplistic and stylized, the red bor-
der—which has a corner solution like almost all urban 

Persian carpets—is not.61 The design, consisting of pal-
mettes between arabesque leaves, corresponds to actual 
carpet borders from the period, such as those found on 
eighteenth- and nineteenth-century herātī-pattern and 
harshang-pattern carpets from Khurasan.62 

 Most of the artistic evidence from the brief Zand 
epoch illustrates carpets and felts with lattice patterns. 
The popularity of the design is echoed in the tremen-
dous proportion of lattice rugs that survive from the 
second half of the eighteenth century. This type, which 
had earlier appeared in Afsharid painting, was deemed 
elegant enough to be used at the courts of the Zand rul-
ers, who also favored fine namads with lattice patterns. 

Fig. 14. �Ali Murad Khan Zand. Miniature Painting, 1785. 
Berlin, Museum für Islamische Kunst, B125. (Photo: courtesy 
of the Museum für Islamische Kunst)

Fig. 15. Sulayman Pasha of Baghdad. Miniature Painting, 
1785. Berlin, Museum für Islamische Kunst, B126. (Photo: 
courtesy of the Museum für Islamische Kunst)
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In addition, there is evidence that they used carpets 
with medallion designs. Other Zand paintings, how-
ever, exposed a rather different sort of aesthetic, as we 
shall presently discover.

CARPETS AND FELTS IN QAJAR PAINTING

The artistic transition, specifically in painting and 
carpet weaving, between the Zand and Qajar epochs 
was smooth. Trends and forms in vogue at the Zand 
court were adopted by early Qajar rulers, abetted by the 
close artistic links between both courts. A large number 
of the painters and artisans who worked under the first 
two Qajar shahs (1785–1834) were formerly employed 
by the Zands at Shiraz.63 Indeed, the change of dynasty 
was reflected in the movement of these people from 

one court to another. Zand styles were thus consciously 
embraced at the Qajar court. 

Carpets and felts that appear in Qajar paintings 
generally correspond to actual woven material from 
the period. It is intriguing to observe the uniformity 
between the subject category of the painting and the 
 textiles represented therein. The three main categories 
that concern us are domestic scenes with female court-
iers; formal scenes of the shah, enthroned, holding audi-
ence; and ceremonial portraits of the monarch.64

A number of Zand and Qajar oil paintings feature 
carpets with allover floral scrolls that have hitherto not 
been seen to match any surviving carpets.65 Indeed, it 
is not clear whether the artists were representing actual 
carpets or merely offering stylized depictions. They 
probably did both, since some representations actually 
depict certain surviving carpets quite well. This sug-

Fig. 16. Shah �Abbas II receiving a Mughal ambassador. Attributed to Abu’l Hasan Ghaffari Mustawfi Kashani, Shiraz, ca. 
1780–94. Opaque watercolor and gold on paper. Collection of Prince Sadruddin Aga Khan, IRM 93. (After Royal Persian 
Paintings, ed. Layla Diba, cat. no. 23)
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gests that the general style of floral tracery popular at 
the time led to stylized or simplified representations in 
painting. The fact that these carpets only occur in depic-
tions of female courtiers and entertainers would seem 
to indicate that specific design elements tended to be 
associated with certain genres of painting. Fraser pro-
vides historical support for the presence of such carpets 
in these scenes when he says that during the festivities 
held in Tehran’s maydān to celebrate a royal wedding, 
“[a] large square stage [was] covered with carpets and 
numuds, upon which the dancers and musicians of the 
king were to exhibit.”66 

 The Victoria & Albert Museum has two paintings 
that exemplify this type (figs. 17 and 18), to which many 
contemporaneous paintings conform. The carpets in 
both cases are covered with spiraling vines bearing blos-
soms and leaves. Lozenge-shaped spaces centered on 
a flower head appear between sets of four spirals, and 
four flower heads appear on each circular outline. The 
arrangement of these motifs links these floor coverings 
to so-called mīnā khānī carpets, which were produced 
extensively in this period and appear prominently in 
other paintings. The mīnā khānī is an allover design 
constructed around three types of flower heads laid out 
as if on a grid. The pattern is defined by repeating cir-
cular outlines that link sets of four flower heads of one 
type; in each of these circles lies a solitary, tilted flower 
head of another type surrounded by four small rosettes. 
Four adjacent circles form a lozenge-shaped space in the 
center, which is occupied by a single flower head of the 
third type. Such carpets were woven from at least the 
second half of the eighteenth century, as is illustrated by 
an example inscribed with the date 1214 (1799–1800) 
that sold recently at auction (fig. 19). 

One of the best examples of a mīnā khānī design 
appears in an oil painting presented by Sir Gore Ouse-
ley to the Royal Asiatic Society, which he acquired in 
Iran while serving as British ambassador there between 
1810 and 1814 (fig. 20).67 This is the only surviving 
painting on one canvas showing figures under multi-
ple arches and it is possible to trace the line along which 
the two halves were meant to be separated. The work 
belongs to the same genre of oil paintings depicting 
female courtiers as do the diverse paintings from the 
period that feature, in one way or another, mīnā khānī-
type carpets. The entertainers are sitting on a  carpet, 

which displays a variant of the mīnā khānī design: the 
three distinct types of flower heads are arranged in a 
set pattern on, within, and between the design’s char-
acteristic circular outlines. The various types of flower 

Fig. 17. Female acrobat. Oil Painting, early nineteenth cen-
tury. London, © Victoria & Albert Museum, 719-1876. 
(Photo: courtesy of the Victoria & Albert Museum)
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heads are marked out in different colors. The main dif-
ference with the standard pattern as it appears on sur-
viving rugs is that the flower heads within the circles 
are shown face up rather than tilted. The circles and 
intervening lozenges are closer to the actual carpet pat-
tern and less stylized than other painted depictions. The 

presence of two subsidiary borders, or “guard stripes,” 
on either side of the main border reinforces the identi-
fication of the covering as a carpet.

This is the clearest example that we have of this type of 
carpet in a painting. It permits us to explain the nature 
of the floral-scroll carpets in other Zand and Qajar 
paintings, which, though similar in form, are presented 
in a more stylized manner. Other oil paintings, notably 
landscapes and still lifes, illustrate this point, featuring 
terraces in outdoor palace scenes, with carpets whose 

Fig. 18. Female acrobat. Oil Painting, early nineteenth cen-
tury. London, © Victoria & Albert Museum, 720-1876. 
(Photo: courtesy of the Victoria & Albert Museum)

Fig. 19. Mīnā khānī-type carpet. Persian Kurdistan, dated 
1214 (1799–1800), 2.04 x 4.97 m. Rippon Boswell & Co., 
Antike Teppiche, Flachgewebe, Stickereien, Textilien (Wies-
baden, 18 November 2006), lot 133. (Photo: courtesy of Rip-
pon Boswell & Co., Wiesbaden)
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floral scrolls are very elaborate and somewhat chaoti-
cally arranged in comparison with the calmly repeating 
units of the mīnā khānī. These landscapes generally fea-
ture bowls of fruit and animals such as rabbits or cats 
but do not depict any human forms.68

Another clear representation of a mīnā khānī carpet 
appears in a Shāhānshāhnāma manuscript acquired by 
the British Library in 1816 (fig. 21). It features a female 
courtier, this time in the presence of Fath �Ali Shah. The 
carpet is depicted quite accurately, in a manner that cor-
responds to actual mīnā khānī rugs from the period. The 
drawing of the pattern is precise in its arrangement of 
flower heads, circles, and lozenges. The border pattern 
appeared on a number of rugs from the period,69 and 
the combination of blue border and red field was stan-
dard. Finally, the carpet in this miniature has a kelleh-

size format corresponding to the majority of surviving 
city workshop carpets from the period (e.g., fig. 19).70

 The second category of paintings, which depicts 
monarchs holding formal audiences, is dominated by 
lattice patterns that appear on both carpets and namads. 
In fact, the two floor coverings are often presented 
together, as in figure 14. While domestic scenes featur-
ing women were mostly concentrated in the genre of 
large oil paintings, those of monarchs and lattice floor 
coverings occurred more in the media of book paint-
ing and lacquerware. Lattice carpets had first appeared 
in Afsharid paintings (fig. 9) and seem to have been 
particularly employed in court settings. An excellent 
example of the ubiquitous presence of lattice floor cov-
erings appears in the front doublure of another book 
manuscript in the British Library; it features a typical 

Fig. 20. Two harem girls on a mīnā khānī carpet. Oil painting, ca. 1810. London, The Royal Asiatic Society, 01.002. (Photo: 
courtesy of the Royal Asiatic Society)
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repeated in quite a few small-scale Qajar paintings—
to such an extent that the subject and constituent ele-
ments hardly change: Fath �Ali Shah remains on his 
Peacock Throne wearing his Kayanid crown; his prog-
eny wear either smaller crowns or Qajar-style felt hats; 
the courtiers sport Zand-style turbans; and lattice pat-
terns appear on both felts and carpets.71 

The clearest indication that lattice carpets were used 
at the Qajar court is offered by the valuable account 
of Sir William Ouseley,72 the only one to present us 

scene that is rendered on several lacquered objects, and 
in various book paintings, from the reign of Fath �Ali 
Shah (fig. 22). The work depicts the shah seated on the 
Peacock Throne (brought by Nadir from Delhi) and 
surrounded by some of his numerous sons and atten-
dants. The throne is placed atop a long namad with a 
lattice pattern, identified by its distinctive camel-col-
ored ground, its thick edge, and the characteristic recip-
rocal-finial border design. The namad is in turn placed 
on a large lattice carpet with a dark field. The scene is 

Fig. 21. Fath �Ali Shah enthroned on a mīnā khānī carpet. 
Miniature Painting, Shāhānshāhnāma, ca. 1810. London, 
British Library, India Office Library, I.O. Islamic Ms. 3442, 
Ethé 901, fol. 263a. (Photo: courtesy of the British Library)

Fig. 22. Fath �Ali Shah enthroned on a lattice felt and carpet. 
Lacquer painting, ca. 1820. London, British Library, India 
Office Library, I.O. Islamic Ms. 3558, front doublure. (Photo: 
courtesy of the British Library)
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with a precise image of what royal Qajar carpets looked 
like. Indeed, its importance stems from its unequivo-
cal confirmation that the paintings and their contents 
accurately represented real-life royal audiences. During 
one audience with Fath �Ali Shah, Ouseley noted: “On 
the floor is spread such a carpet as we daily saw in the 
apartments of great men, bordered with one of those 
nammeds…having a colored pattern.” The significance 
of his account lies in an illustration of a similar carpet in 
his book, the accuracy of which he goes to some length 
to highlight, stressing that it was “faithfully traced from 
the original picture of the same size, without the slight-
est correction.” The painting portrays the shah holding 
audience, with the carpet under his throne (fig. 23). The 
specific nature of the setting is valuable, since Ouseley 
claims that such carpets were ubiquitous in “the apart-
ments of great men,” by which he meant the court and 
residences of princes and ministers.73 The accompany-
ing plate in the book shows what royal carpets looked 
like: long and narrow (of kelleh format), with an allover 

design of diamond-shaped lattices. The depiction corre-
sponds to the style of numerous surviving lattice carpets 
and matches representations in contemporary paint-
ings. Ouseley’s mention of felts (“nammeds”) with “col-
ored patterns” recalls the elaborate felts of figures 13 
to 15. Due to his prolonged and intimate acquaintance 
with the rituals and styles of the royal Qajar court, Ouse-
ley was in a position to observe that carpet depictions in 
Persian painting faithfully represented the actual rugs 
that were used at the Persian court. Indeed, he confirms 
as much when he states that he used to see this specific 
type of carpet on a “daily” basis. Lattice namads also 
continued to appear in Qajar art, mostly on lacquer-
ware.

The prestige associated with namads would manifest 
itself in the influence they had on carpet weaving, espe-
cially in the area between Hamadan and Sarab in west-
ern Iran. Carpet weavers in that region copied certain 
features of felts, specifically the reciprocal border, the 
plain camel-colored band, the “runner”-shape, and, in 

Fig. 23. Fath �Ali Shah enthroned. Drawing by Sir William Ouseley. (After Sir William Ouseley, Travels in Various Countries 
of the East [London, 1823], pl. LXIV) 
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some cases, even the pattern. The migration of design 
from felts to carpets could have occurred at Hama-
dan, a major center for namad production, later to be 
imitated elsewhere.74 This is evident from the lattice 
designs that appear almost identically on felts75 and car-
pets produced in Hamadan in the nineteenth century, 
both of which have similar fields and borders (fig. 24). 
It now seems likely that these carpets were originally 
inspired by the high-profile and prestigious namads that 
appeared in royal paintings.76

Lattice carpets appear in other Qajar settings, such as 
a painting of an amorous princely couple from the sec-
ond quarter of the nineteenth century, in which a mīnā 
khānī pattern is superimposed on a blue lattice ground 
(fig. 25). On the one hand, the leaves draw out a lattice 
network, with a red and blue flower head in each com-
partment; on the other hand, four such flower heads 
are linked by a circular outline. Both the circles and 
the spaces between them contain smaller blue flow-
ers—which in turn represent the conflux of four leaves. 
Lattice carpets of this type, some of which are dated, 
have survived. The textile with boteh motifs on which 
the couple reclines is probably a shawl cloth. 

The above representations indicate that lattice pat-
terns on carpets with red and blue grounds were popu-
lar. The lattice compartments contained floral elements, 
either centralized flower heads or directional flowering 
plants. Carpets with lattice patterns are found in  Persian 
art from the mid-eighteenth century and continued to 
be depicted until the mid-nineteenth century, appear-
ing, for example, in ceremonial settings depicting Nadir 
and the Zands. 

The majority of extant lattice carpets from the period 
under examination were woven in either Kirman or the 
northwestern provinces. As established with great cer-
tainty by May Beattie, Kirman carpet weaving is identifi-
able by the so-called Vase technique, characterized by 
three shoots of weft between rows of knots. The first and 
third are typically woollen and at high tension, while the 
second one, at low tension, is normally made of silk or 
cotton. Warps are markedly displaced and the Persian 
knot is open to the left.77 This technique distinguishes 
Kirman carpets from both the Safavid (1501–1722) and 
subsequent (1722–1834) periods.78 Northwestern Per-
sian carpets, a much larger group, all share the Turk-
ish knot and fall into two clusters: village rugs woven 

on cotton warps and nomadic rugs woven on woolen 
warps.

It is more probable that the actual carpets used by the 
Persian court were woven in Kirman, the city with the 
longest history of urban workshops, whose carpets were 
markedly finer than the relatively coarse village rugs of 
the northwest, owing to the city’s professional setup, the 
high-quality wool found in its vicinity, and the artistic 
superiority of its designs. Furthermore, we have evi-
dence that Kirman carpets were woven on  commission 

Fig. 24. Lattice-type carpet. Probably Hamadan, mid-nine-
teenth century, 1.03 x 5.28 m. Sold at Rippon Boswell & Co., 
Antike Teppiche, Flachgewebe, Stickereien, Textilien (Wies-
baden, 23 March 2006), lot 221. (Photo: courtesy of Rippon 
Boswell & Co., Wiesbaden)
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by professional master weavers. As noted above, Nadir 
Shah commissioned rugs from Kirman’s workshops on 
numerous occasions, most notably for his coronation;79 
Nasir al-Din Shah also had carpets woven in Kirman.80 
In the intervening years, it appears that it was custom-
ary for the governor of Kirman to send “a great num-
ber of camels laden with carpet” as tribute to the Shah 
for Nawrūz, the Persian new year.81 It would have been 
unusual for royal palaces to be furnished with the lower-
grade lattice carpets woven by villagers and nomads. 

When considered together, these factors make it likely, 
but not conclusive, that royal Persian paintings depicted 
lattice carpets of the type woven in Kirman.

THE SILKS OF THE PEACOCK THRONE

Various sources, apart from Ouseley, refer to royal car-
pets but they do not shed any light on their distinguish-
ing characteristics. A few observers, however, mention 
“carpets of pearls,” which apparently made a great 
impression on them. These mysterious objects do not 
correspond to any known type, but the reverent tone in 
which several authors speak of them suggests they were 
very highly thought of and thus worth investigating. At 
first glance, they bring to mind the textiles that appear 
in some paintings of Nadir Shah (fig. 12). 

The Russian official Kotzebue visited Fath �Ali Shah’s 
palace in 1817 and saw “a carpet worked with genuine 
pearls, and upon [it] lay a round cushion.” In the jewel 
chamber, he was shown many royal treasures, which 
included “the beautiful carpet worked with pearls [and] 
the cushion that belonged to it.”82 Two other travel-
ers mention these textiles in the context of the Peacock 
Throne. Isabella Bird noted the pearls while describ-
ing the throne: 

It is entirely of gold enamel, and the back is encrusted 
with rubies and diamonds. Its priceless carpet has a 
broad border, the white arabesque pattern of which is 
formed of pearls closely stitched.83 

Benjamin’s initial observation of how the Shah “seats 
himself on the carpet of pearls before the peacock 
throne” was later expanded to yield more detail: “The 
finest silk rug I have seen was the one spread before the 
famous peacock throne in the audience hall of the Shah, 
inwoven with pearls.”84 It seems that these textiles were 
made of silk; however, there is no evidence in sources 
from the early Qajar period for silk knotted-pile car-
pets bearing pearls. The objects could have been either 
knotted-pile carpets with pearls woven onto them,85 
or pearl-studded silk textiles instead, in which case the 
term “carpet” was used loosely. Although there is no 
evidence from either textual accounts or extant carpets 
suggesting that pearls or gemstones were incorporated 
into knotted-pile weaving, the consistent use of the 

Fig. 25. An amorous couple. Qajar painting, ca. 1840. Museum 
der Kulturen Basel, Switzerland. (Photo: Peter Horner; 
IIe 1 © Museum der Kulturen Basel, Switzerland)
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term “carpet” by sources that, without fail, reserved it 
to denote the knotted-pile product leaves the possibility 
open that these items may in fact have been real car-
pets.86 In all cases, these items had a wide white border 
woven with genuine pearls, which made them easy to 
identify in paintings.

Royal paintings seem always to depict these objects in 
the presence of Fath �Ali Shah (fig. 26) and the  manner 

in which they were represented matches the written 
accounts to a remarkable extent. The silks were recog-
nizable by their distinctive borders, which were “broad” 
and “stitched” with pearls, as Bird noted. They were 

Fig. 26. Portrait of Fath �Ali Shah seated against a jewelled 
bolster on a pearl-edged rug. Attributed to Mihr �Ali, Qajar, 
Iran, ca. 1805. (Photo: courtesy of Sotheby’s Picture Library)

Fig. 27. Fath �Ali Shah seated on a “pearl” carpet. Signed 
Mihr �Ali, dated 1229 (1813–14). Oil painting. St. Petersburg, 
The State Hermitage Museum, VT-1108. (Photo: courtesy of 
The State Hermitage Museum)
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the above accounts and many paintings from the period, 
e.g., figures 21 and 22. In fact, these silks are discernible 
in almost any book or lacquered painting depicting Fath 
�Ali Shah enthroned, including all those mentioned in 
the references below.

The other method of using these textiles involved 
placing them on top of carpets and namads, as seen in 
two paintings by Mirza Baba. The majestic painting in 
figure 28 illustrates this perfectly: a red silk is placed 

most often depicted with a plain-colored field, princi-
pally red or blue.87 At times the field was patterned, as in 
the case of the red textile in a large painting of Fath �Ali 
Shah by Mihr �Ali in St. Petersburg (fig. 27). Paintings 
confirm Kotzebue’s statement that each pearl-encrusted 
silk had a matching cushion, studded and designed sim-
ilarly, which would be placed at the further end of the 
textile for the Shah to recline against in the traditional 
manner of Turkic rulers. 

These textiles were used in two ways. They were fre-
quently placed on the throne itself, as demonstrated by 

Fig. 28. Fath �Ali Shah seated on a “pearl” carpet and a 
takya-namad. Oil painting, signed Mirza Baba, dated 1213 
(1798–99). London, British Library, Oriental and India Office 
Library Collections, Foster 116. (Photo: courtesy of the Brit-
ish Library)

Fig. 29. Agha Muhammad Shah seated on a “pearl” carpet 
and a takya-namad, dated 1216 (1802). Miniature painting, 
signed Mirza Baba, from Dīvān-i Khāqān, 1802, by Fath 
�Ali Shah Qajar and Muhammad Mahdi al-Tihrani, fol. 13. 
Windsor Castle, The Royal Collection, © 2009 Her Majesty 
Queen Elizabeth II. (Photo: courtesy of Windsor Castle)
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on top of a takya-namad, whose ends are showing; it 
is folded back on itself, as can be seen in the bottom 
left corner. The border of reciprocal finials appears just 
inside the plain-colored outer strip. The habit of layer-
ing textiles is also evident in a posthumous painting of 
Agha Muhammad Shah (fig. 29): a plain red silk with 
a pearl-encrusted border is placed on a felt, which is 
folded in half. No patterning can be seen on the felt that 
lies on top of what appears to be a carpet—which Mirza 
Baba mistakenly positioned under the pillar. Its blue 

field has a broad, scrolling vine with flowering stems. No 
similar ones have survived from this time, but such car-
pets were produced in the Safavid period.88 It is unlikely 
that this depiction was the product of the artist’s imagi-
nation, suggesting that he was portraying either a Safa-
vid carpet or a contemporary type that has not survived. 
Figure 30, from the same manuscript, shows a similar 
scene with Fath �Ali Shah, who is seated on a plain blue 
silk with a pearl-studded border underneath which is a 
felt folded in half.

Fig. 30. Fath �Ali Shah seated on a “pearl” carpet and a 
takya-namad, dated 1216 (1802). Miniature painting, signed 
Mirza Baba,  from Dīvān-i Khāqān, 1802 by Fath �Ali Shah 
Qajar and Muhammad Mahdi al-Tihrani, fol. 12v. Windsor 
Castle, The Royal Collection, © 2009 Her Majesty Queen 
Elizabeth II. (Photo: courtesy of Windsor Castle)

Fig. 31. Fath �Ali Shah enthroned on a lattice carpet. Minia-
ture painting, Shāhānshāhnāma, ca. 1810. British Library, 
London, India Office Library, I.O. Islamic Ms. 3442, Ethé 
901, fol. 317b. (Photo: courtesy of the British Library)
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 CONCLUSION

Persian painting is a highly valuable source for the study 
of material objects, particularly carpets and other floor 
coverings. Timurid and Safavid paintings are now 
known to portray these items with a fine degree of pre-
cision and detail.89 A closer look at Afsharid, Zand, and 
Qajar painting demonstrates that the same applies to 
later periods. These works frequently depict carpets, 
often in royal contexts, shedding important light on 
the function and fashion of such pieces in the Persian 
courts of the eighteenth and nineteenth centuries. We 
see that lattice carpets were more common than other 
types in depictions of court scenes, especially those in 
which the monarch was present. They were essentially 
associated with formal occasions, a fact confirmed by 
Sir William Ouseley’s precise evidence. Domestic palace 
scenes with female attendants tended to feature carpets 
with more floral patterns. The dichotomy is well illus-
trated by two paintings from the Qajar manuscript in 
the British Library to which figure 21 belongs. A paint-
ing showing Fath �Ali Shah among princes and ministers 
depicts a lattice carpet (fig. 31), while another depicts 
a scene with Fath �Ali Shah and female courtiers on a 
kelleh-format carpet with an allover floral scroll design 
of the type known as the “Shah �Abbas” or afshān pat-
tern, which was related to the mīnā khānī (fig. 32).

Paintings are equally instructive about other fine tex-
tiles that were common at the Persian court, though less 
familiar to modern observers. Perhaps the most ubiqui-
tous floor coverings we see in post-Safavid paintings are 
felts. They were used by the upper echelons of society 
and some seem to have been very luxurious. Indeed, the 
highest-quality felts or takya-namads were woven with 
very fine kurk and then folded to provide comfortable 
seating for sovereigns. These observations are comple-
mented by a combination of visual and written materials 
that reveal for the first time the finest and most lavish of 
royal textiles, namely, the silks studded with pearls on 
which the shah would sit during formal audiences. Their 
fields were either plain or patterned with small repeat-
ing motifs, while their borders were worked with pearls. 
Such textiles are first seen in depictions of Nadir Shah 
but are more prevalent in paintings of Fath �Ali Shah.

Post-Safavid paintings are faithful in depicting the 
Persian manner of layering textiles according to a set 

hierarchy, with the finest textiles placed on top. The basic 
sequence used at court was: felt, carpet, takya-namad, 
silk. This layering is mentioned by the sources and is 
faithfully adhered to in representations. The paintings 
also confirm what we read in historical sources: carpets 
and other textiles were the most basic as well as the most 
prominent items of furnishing in Iran—particularly at 
court. They were often placed in tents, including mili-
tary camps (figs. 7 and 12), or in the open (fig. 8), and 
in palaces they were visible both indoors (figs. 14 and 
21) and outdoors (figs. 9 and 11).

Fig. 32. Fath �Ali Shah enthroned on a floral carpet. Minia-
ture painting, Shāhānshāhnāma, ca. 1810. British Library, 
London, India Office Library, I.O. Islamic Ms. 3442, Ethé 
901, fol. 339a. (Photo: courtesy of the British Library)
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The paintings of the post-Safavid period have tradi-
tionally been organized according to genre: book, lac-
quer, and oil. In addition, we may classify them by their 
subject. This division highlights an interesting feature 
of Persian painting, namely, that different floor cover-
ings were used for different occasions. Domestic scenes 
consistently portrayed mīnā khānī-type rugs, while lat-
tice carpets and felts appeared in pictures of royal audi-
ences; fine silks with pearls were present in scenes where 
the shah was enthroned, or in his individual portraits. 
All in all, this diversity reflects the rich nature of the 
paintings and of the luxurious textiles depicted in them.

Faculty of Arts and Sciences
American University of Beirut, Lebanon

NOTES

1. The trend has shifted slightly in the past decade with a hand-
ful of events dedicated to Qajar art, such as the 1998 Brook-
lyn Museum exhibition Royal Persian Paintings 1785–1925, 
curated by Layla Diba. Shortly afterwards, the British Insti-
tute of Persian Studies and the School of African and Ori-
ental Studies hosted a conference in London on “The Qajar 
Epoch: Arts & Architecture.” Recent years have witnessed a 
parallel increase in the profile and value of eight eenth- and 
nineteenth-century Persian objects at auction and in the 
marketplace. 

2. The Safavids, primarily Shah �Abbas (r. 1587–1629), set up 
royal carpet workshops in the country, the most prominent 
among them being that of Isfahan, which the seventeenth-
century French travelers Tavernier and Chardin described: 
Jean-Baptiste Tavernier, Les six voyages de Jean-Baptiste 
Tavernier, chevalier baron d’Aubonne, qu’il a fait en Tur-
quie, en Perse, et aux Indes, 2 vols. (Paris, 1681), 1:397, 
589; Jean Chardin, Voyages du chevalier Chardin en Perse, 
et autres lieux de l’Orient, 1664–77, 8 vols. (Amsterdam, 
1711), 4:95. Father Krusinski, a Jesuit who lived in Isfahan 
in the early eighteenth century, says that the royal carpet 
workshop, which made rugs for royal consumption, was 
centrally located between the Chihil Sutūn (forty pillars) and 
the Maydān-i Shāh (shah’s square). Krusinski also states that 
Shah �Abbas set up commercial carpet workshops in Shir-
van, Qarabagh, Kashan, Khurasan, and Astarabad, notably 
instructing the kārkhāna (atelier) in each province to weave 
“in its own manner”: Tadeusz Mankowski, “Some Docu-
ments from Polish Sources Relating to Carpet Making in the 
Time of Shah Abbas I,” in A Survey of Persian Art from Pre-
historic Times to the Present, ed. Arthur U. Pope and Phyllis 
Ackerman (London, 1938), 2431. Carpets were ubiquitous 
in Safavid palaces. John Cartwright, a Protestant preacher 

who traveled in Iran during the reign of Shah �Abbas, said 
that the royal palace in Qazvin was “spread with most fine 
carpets, woven and tissued with silk and gold, all ensigns 
and monuments of the Persian greatness.” The palace in 
Isfahan, moreover, was “spread [with] carpets wrought with 
silk and gold”: John Cartwright, “The Preacher’s Travels,” 
in A Collection of Voyages and Travels, Compiled from the 
Curious and Valuable Library of the Late Earl of Oxford, 
comp. Thomas Osborne (London, 1745), 730, 734. Carpets 
can be seen in paintings of the Safavid court, e.g., a painting 
by �Ali Quli Jabbadar of the court of Shah Sulayman, cur-
rently in the Hermitage Palace Museum in St. Petersburg, 
which depicts a scene showing what is probably the earliest 
herātī-type carpet: Hadi Maktabi, “Lost & Found: The Miss-
ing History of Persian Carpets,” HALI 153 (2007): 68–79, 
fig. 2. (On herātī carpets, see n. 62 below.) John Bell, another 
English traveler, offered an eyewitness account of a formal 
audience with Shah Sultan Husayn in the �Ali Qapu  Palace 
in 1716. The floor was “covered with silk carpets, inter woven 
with branches, and foliage, of gold and silver”: John Bell, 
Travels from St. Petersburg in Russia to Diverse Parts of Asia, 
2 vols. (Glasgow, 1763), 2:81. This type of silk carpet, inter-
woven with metal thread, is the one most closely associated 
with the later Safavids. Carpets featured prominently in 
 public and domestic furnishings as well. Cornelis de Bruyn, 
the Dutch painter who visited Iran in the early eighteenth 
century, observed them in many mosques and homes: Cor-
nelis de Bruyn, Travels into Muscovy, Persia, and Part of the 
East Indies, 2 vols. (London, 1737), 2:149, 167, 231.

3. Theoretically, the Afghan occupation (1722–29) should be 
included, but no carpets, paintings, or other works of art can 
be dated to this brief interlude.

4. The topic was the subject of my PhD dissertation, which was 
a broader study of carpet weaving in the post-Safavid period: 
Hadi Maktabi, “In the Safavid Shadow: The Forgotten Age 
of Persian Carpets (1722–1872)” (PhD diss., University of 
Oxford, 2007).

5. The term “carpet” is taken, in the common sense of the word, 
to refer to the specific item woven on looms by tying “knots” 
on pairs of warp threads and passing horizontal shoots of 
weft after rows of knots, leaving a shaggy pile on the surface, 
which is then clipped.

6. Eighteenth- and nineteenth-century Persian paintings were, 
for a long time, at best neglected and at worst disparaged by 
scholars who concentrated instead on Timurid and Safavid 
painting. S. J. Falk’s Qajar Paintings: Persian Oil Paintings 
of the 18th & 19th Centuries (London, 1972) was the first 
to focus exclusively on these works. In more recent years, 
surveys of Persian painting have expanded to include works 
from this period, e.g., A. T. Adamova, Persidskaia zhivo-
pis’ i risunok XV–XIX vekov v sobranii Ermitazha = Per-
sian Painting and Drawing of the 15th–19th Centuries from 
the Hermitage Museum (St. Petersburg, 1996); and Eleanor 
Sims, Peerless Images: Persian Painting and its Sources (Lon-
don, 2002). As the period’s paintings have become more 
accepted as a topic worthy of academic study, we have seen 
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works dedicated to them exclusively, e.g., B. W. Robin-
son, “Persian Painting under the Zand and Qajar Dynas-
ties,” in The Cambridge History of Iran, vol. 7, From Nadir 
Shah to the Islamic Republic, ed. Peter Avery, Gavin Ham-
bly, and Charles Melville (Cambridge, 1991), 870–89; and 
B. W. Robinson and G. G. Guadalupi, Qajar (Milan, 1990). 
A helpful overview of post-Safavid paintings is provided by 
Layla Diba, “Persian Painting in the Eighteenth Century: 
Tradition and Transmission,” Muqarnas 6 (1989): 147–60. 
Meanwhile, the standard reference for later Persian painting 
has become her better-known work: Royal Persian Paintings: 
The Qajar Epoch, 1785–1925, ed. Layla Diba (New York, 
1998). The focus of post-Safavid paintings has gradually 
shifted to Qajar paintings, leaving the bulk of the eighteenth 
century unaccounted for. Even though Afsharid painting is 
often of low grade, nevertheless there are some highlights 
that deserve to be studied in their own right. In addition, 
the half-century of post-Nadiri Afsharid rule in Khurasan 
(1747–96) has received almost no attention, be it historical, 
economic, or artistic. Zand painting, on the other hand, has 
become accepted within mainstream Persian art, if only for 
its seamless continuation into what became Qajar art. 

7. S. G. W. Benjamin, Persia and the Persians (London, 1887), 
77. 

8. Regarding costumes and garments, for instance, see Patricia 
Baker, “Following Fashion, Qajar Dress Observed,” in HALI, 
25 Years Special Anniversary Edition (2004): 100–109.

9. European powers interfered more actively in Iranian affairs 
beginning in the mid-nineteenth century, mainly through 
the introduction of new technologies such as railway and 
telegraph lines, administrative, educational, and military 
reforms, and monopolies such as the Tobacco Concession. 
European influence was also felt in the realms of architec-
ture, theater, and painting: Abbas Amanat, “Qajar Iran, 
A Historical Overview,” in Diba, Royal Persian Paintings, 
24–28.

10. Contemporary observers confirm these facts. “The great 
weight and bulk of these felt carpets forbid their exporta-
tion”: Benjamin, Persia, 277. Isabella Bird, an American 
traveler who had rare access to domestic spaces in Iranian 
households, said, “Namads, owing to their bulk and weight, 
are never exported”: Isabella Bird, Journeys in Persia and 
Kurdistan, 2 vols. (London, 1891), 2:151.

11. Felts tended to be used until they wore out. Bird offered 
another reason why they have not survived. “Chairs spoil 
them, and as it is becoming fashionable among the rich men 
of the cities to wear tight trousers, which bring chairs in their 
train, the manufacture of these magnificent floor-coverings 
will probably die”: Bird, Journeys, 2:151.

12. Benjamin, Persia, 277. 
13. Sir Robert Ker Porter, Travels in Georgia, Persia, Armenia, 

Ancient Babylonia, &c. &c., during the Years 1817, 1818, 
1819, and 1820, 2 vols. (London, 1821–22), 2:41.

14. Bird observed, “For rich men’s houses they are made to 
order to fit rooms” (Bird, Journeys, 2:151), while Benjamin 
said that they were “invariably made to order, measured to 

fit the apartment for which they are intended” (Benjamin, 
Persia, 425). 

15. Edward Scott Waring, A Tour to Sheeraz, by the Route of 
Kazroon and Feerozabad (London, 1807), 44.

16. John Macdonald Kinneir, A Geographical Memoir of the 
Persian Empire (London, 1813), 53.

17. Henry Pottinger, Travels in Beloochistan and Sinde (London, 
1816), 196.

18. Porter, Travels in Georgia, 1:303, 338.
19. George Fowler, Three Years in Persia: With Travelling 

Adventures in Koordistan (London, 1841), 317.
20. Sir William Ouseley, Travels in Various Countries of the East; 

More Particularly Persia, 3 vols. (London, 1823), 2:12. His 
brother, Sir Gore Ouseley, was the first British ambassador 
to Iran (1810–14) since the days of Charles I (r. 1625–49). 
Both men were avid Orientalists, and promoted the study of 
Persian in England.

21. “The felts are self-coloured, with a small amount of stamped 
pattern”: Napier Malcolm, Five Years in a Persian Town 
(London, 1905), 22. “These namads, the most delicious of 
floor-coverings, are usually a natural brown, with an out-
line design in coloured threads or in a paler shade of brown 
beaten into the fabric”: Bird, Journeys, 2:151. “A pretty 
design of colored threads beaten in on the upper side relieves 
the monotony of the general tint”: Benjamin, Persia, 425.

22. “A good carpet felt of Hamadan manufacture is an inch 
thick, but some made at Yezd reach two inches”: Bird, Jour-
neys, 2:151. Benjamin, Persia, 277, confirms this.

23. Two accounts from the reign of Shah Tahmasp (1524–76) 
demonstrate the high regard in which takya-namads were 
held and their usage at court. The Italian Michele Membré 
met the Shah in his camp near Marand in Azerbaijan in 
1539. “He was then in the place of audience, with those 
beautiful pavilions, all decorated with cut designs of foliage 
inside and, on the floor carpets of great price. The King was 
thus seated on a takya-namad, that is a felt of Khurasan, 
which was of great price”: Michele Membré, Mission to 
the Lord Sophy of Persia (1539–1542), trans. A. H. Morton 
(London, 1993), 21. When Tahmasp presented the Mughal 
emperor Humayun (r. 1530–56) with precious gifts in 1540, 
he ordered that Humayun be given “reclining felts made of 
kork and lined with atlas”: Willem Floor, The Persian Textile 
Industry in Historical Perspective (Paris and Montreal, 1999), 
59. In his recent study on fine Safavid felts, Jon Thompson 
concluded, “It is less well known that felt was also used at 
the very highest level of society. People of the higher orders 
actually sat on a specially made reclining felt, the namad-e 
takiyeh or takya namad”: Jon Thompson, “Early Safavid 
Carpets and Textiles,” in Hunt for Paradise: Court Arts of 
Iran, 1501–1576, ed. Sheila Canby and Jon Thompson (New 
York, 2003), 307. 

24. “The ginger colour of the reclining felts depicted in mini-
ature paintings will have been made from the wool of red-
brown goats”: Thompson, “Early Safavid Carpets,” 308. In 
Europe, this kurk was used for the period’s very fashion-
able felt hats. For a discussion of kurk in European trade, 
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see Rudolph Matthee, “The East India Company Trade in 
Kirman Wool, 1658–1730,” in Études Safavides, ed. Jean 
Calmard (Paris and Tehran, 1993), 343–83. 

25. See, for example, a miniature painting (The National Library 
of Russia, St. Petersburg, Ms. Dorn 434, fols. 1b–2a) depict-
ing a Safavid prince hunting: he is seated on a beige felt 
folded in four and with fuzzy edges. The fineness of the 
takya-namad is evident in the fact that it has legible inscrip-
tions worked into its pattern. It is, moreover, placed on top 
of a carpet, denoting its higher status. See also Sheila Canby, 
“Safavid Painting,” in Canby and Thompson, Hunt for Para-
dise, 113, fig. 4.26b.

26. John Johnson, A Journey from India to England through 
Persia, Georgia, Russia, Poland and Prussia in the year 1817 
(London, 1818), 61.

27. James Baillie Fraser, Travels and Adventures in the Persian 
Provinces on the Southern Banks of the Caspian Sea (London, 
1826), 34.

28. G. A. Olivier, Voyage dans l’empire othoman, l’Égypte et la 
Perse, 6 vols. (Paris, 1800), 5:259. 

29. The distinction is made clear by Percy Sykes, who noted that 
“[n]either of these varieties is exported”: Percy Sykes, A His-
tory of Persia (London, 1915), 214. 

30. Timurid examples include a Bustān of Sa�di in Cairo, General 
Egyptian Book Organization, Ms. Adab Farsi 908, fol. 1b; 
and a painting in Geneva, Musée d’Art et d’Histoire, no. 424. 
They appear in Thomas Lentz and Glenn Lowry, Timur and 
the Princely Vision (Los Angeles, 1989), cat. nos. 146 and 
155 respectively.

31. See Thompson, “Early Safavid Carpets,” 307.
32. Strangely, this takya-namad has a violet color: see Metro-

politan Museum of Art, New York, Gift of Alexander Smith 
Cochran, Ms. 1913 (13.228.17), fol. 110 verso. The painting 
is published in Sims, Peerless Images, cat. no. 100. 

33. I am grateful to Professor James Allan at Oxford University 
for the photograph.

34. Benjamin noted that patterning as fine as calligraphy could 
be inscribed on them. “I have seen a namad, or felt carpet, 
eighty feet long and fifty feet wide, without a seam. The name 
of the maker is woven in it—as the painter puts his name on the 
painting”: Benjamin, Persia, 277. In 1872, a British explorer 
visited felt-making workshops in Kirman and described “a 
very beautiful one, covered with an intricate geometrical pat-
tern in blue, red, and green worsted.” He went on to explain 
the process of imparting designs to felts. “In an inner room, 
carefully protected from the wind, is a polished plaster form. 
On this pieces of coloured worsted are arranged in the desired 
pattern, with some sort of size. A very thin felt is then carefully 
pressed over them, and at once removed, carrying on its face 
the pieces of worsted in their proper place. This thin felt is laid 
on the thicker felt of the carpet, and the two incorporated with 
blows of the mallet”: Oliver St. John, “Narrative of a Journey 
through Baluchistan and Southern Persia, 1872,” Eastern 
Persia 1 (London, 1876): 101–2.

35. Mu|ammad Kā�im Marvī, Tārīkh-i �ālam-ārā-yi Nādirī, 
ed. Mu|ammad Amīn Riyā|ī, 3 vols. (Tehran, 1369 

[1990]). Marvi mentions that in 1732 Nadir sent felts 
and carpets (namad va qālī) to furnish the Hasht Behesht 
Palace and other buildings in the royal Chahārbāgh dis-
trict (Chahārbāgh-i Shāhī) of Mashhad, his new capital 
(vol. 1, p. 206). Carpets and felts from vilāyat-i Kirmān were 
ordered for court use during Nadir’s prolonged corona-
tion at Mughan in 1736 (vol. 1, p. 410). Carpets from Kirman 
(qālīhā-yi Kirmānī) were commissioned for the coronation 
tent itself (vol. 2, p. 454), while others from the vicinity of 
Kirman (az navāhī-yi Kirmān) were ordered for the Najaf 
shrine (vol. 3, p. 892).

36. Kirman rugs with medallion designs survive from the 
eighteenth century, among them two dated examples that 
demonstrate the distinctive “Vase”-structure of rugs woven 
there since the Safavid period. One was published by the 
renowned carpet scholar Kurt Erdmann in 1941 and is 
inscribed �amal-i Ustād Yūsuf Kirmānī sana 1191 (work of 
the master Yusuf Kirmani, in the year 1776–77): Kurt Erd-
mann, “The Art of Carpet Making,” Ars Islamica 7 (1941): 
pl. 1. The other has been published in HALI and is signed 
�amal-i Ustād �usayn Kirmānī sana 1213 (work of the mas-
ter Husayn Kirmani, in the year 1798–99): “HALI Gallery,” 
HALI 5, 1 (1981): 14.

37. This style had become the norm for early eighteenth-cen-
tury Mughal rulers such as Muhammad Shah, whom Nadir 
defeated in 1738 and whose treasury he looted. The former’s 
habit of adorning his costumes with jewelry appears in vari-
ous paintings, such as one in the British Library dating to 
the 1720s (Ms. Add. Or. 2769). “The portrait may be dated 
sometime after the conquest of India in 1739, since the ruler, 
who dressed modestly at the beginning of his reign, is shown 
wearing armbands in the Indian style, festooned with ropes 
of pearls set with emeralds, diamonds, and polished red 
spinels”: Diba, Royal Persian Paintings, text to cat. no. 19.

38. The objects are in the collection of The State Hermitage 
Museum, St. Petersburg. Some are published in Heaven on 
Earth: Art from Islamic Lands, Works from the State Hermi-
tage Museum and the Khalili Collection, ed. M. B. Piotrovsky 
and J. M. Rogers (London, 2004), cat. nos. 120–25.

39. Five fantastic Mughal objects, first looted by Nadir and then 
“acquired” by Sir Robert Clive (d. 1774), were put up at 
auction by the latter’s descendants, fetching £4,700,375. See 
Christie’s (London), “The Clive of India Treasure,” in Cata-
logue of Islamic Art (London, 27 April 2004).

40. I am grateful to the Royal Asiatic Society for allowing me to 
study this work (Mīrzā Mu|ammad Mahdī Khān Astarābādī, 
Jahāngushā-yi Nādirī, Ms. 147).

41. I hope to publish these paintings as part of a broader survey 
of Afsharid painting in a future article.

42. According to a French nobleman who visited Mashhad in 
1784: “Les plus beaux tapis de Perse sont fabriqués dans le 
Korassan, il s’y en fait d’un tissu à fond d’or qui sont mag-
nifiques & d’un prix immense”: Comte de Ferrières-Sauve-
boeuf, Mémoires historiques, politiques et geographiques des 
voyages du comte de Ferrières-Sauveboeuf faits en Turquie, 
en Perse et en Arabie, 2 vols. (Paris, 1790), 2:8. A contem-
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poraneous East India Company report from 1790 indicated 
that the appeal of Khurasan rugs lay in the quality of their 
dyes and weave, “for the brightness of their colours and 
the elegance of their workmanship are deservedly in high 
estimation all over the world”: British Library, India Office 
Records, EIC Factory Records, G/29/21, Report on British 
Trade with Persia and Arabia.

43. These primarily include carpets of the so-called afshān, 
herātī, and harshang groups: see, for example, Maktabi, 
“Lost & Found,” 73. This topic was also addressed in my 
paper at the 11th International Conference on Oriental Rugs 
in April 2007, to be published in the conference proceedings. 
The afshān pattern consists of offset rows of repeating units, 
each of which is bounded by four large rosettes. A unit is 
centered on four flowers that are shaped like split leaves, 
with palmettes between adjacent flowers and a rosette in the 
center. On the herātī and harshang patterns, see n. 62 below.

44. Various copies of this work have survived. The one in ques-
tion, which is dated to 1757, was completed under the aus-
pices of Nadir’s Afsharid successors. Now in Tehran, it was 
published with an introduction by A. A. Burumand: Mīrzā 
Mu|ammad Mahdī Astarābādī, Tārīkh-i Jahāngushā-yi 
Nādirī (Tehran, 1991). It ranks among the rarest and most 
important illustrated manuscripts of the period, having four-
teen relatively high-quality illustrations. As Burumand notes 
(pp. 3–4), the decoration of the scenes, in addition to the 
faces of the people and the clothes and headgear they wear, 
indicates that the painter was among Nadir Shah’s retinue 
and that he painted scenes he had personally witnessed.

45. These ornamented metallic weights were placed at the 
corners of relatively small and light floor coverings, espe-
cially cotton ones, when outdoors. They were not placed on 
knotted-pile carpets, which were sturdier. The weights were 
prevalent in Mughal India but were also used in Safavid 
Persia (cf. the painting “Shah Sulayman and His Court” by 
�Ali Quli Jabbadar, mentioned above).

46. For more on mīr-i farsh, see Mark Zebrowski, Gold, Silver & 
Bronze from Mughal India (London, 1997), 26, 130–33. 

47. For eighteenth-century lattice carpets from Kirman and 
Kurdistan, see Maktabi, “Lost & Found,” 70–73, and figs. 
3, 4, 10. More than fifty lattice carpets woven between 1722 
and 1872 were identified in my doctoral dissertation, mak-
ing the group one of the largest (in terms of production and 
distribution) from the period: see Maktabi, “In the Safavid 
Shadow,” 181–92.

48. See Jenny Housego, “Kirman and Mahan,” Oriental Art 23, 
4 (1977): 464–69.

49. The paintings appear in Astarābādī, Tārīkh-i Jahāngushā-yi 
Nādirī, 139 and 271 respectively.

50. According to the eighteenth-century historian Marvi, Nadir 
commissioned carpets from Kirmani weavers on numer-
ous occasions. The earliest recorded mention was in 1732 
when he ordered carpets en masse to furnish the palace of 
Hasht Behesht in Mashhad. The largest batch from Kirman 
was ordered for his coronation at Mughan. Kirman carpets 
were occasionally commissioned as royal gifts to shrines. See 
Marvī, Tārīkh-i �ālam-ārā-yi Nādirī, 1:206, 410; 2:454; 3:892. 

51. Diba, Royal Persian Paintings, 170, 221.
52. The Zand casket was published by Adamova, Persian Paint-

ing and Drawing, cat. no. 49. 
53. Mīrzā �asan �usaynī Fasā�ī, Fārsnāma-yi Nā�irī, ed. Man�ūr 

Rastgār Fasā�ī, 2 vols. (Tehran, 1378 [1999]), 1:224.
54. Mīrzā Mu|ammad Kalāntar-i Fārs, Rūznāma-yi Mīrzā 

Mu�ammad Kalāntar-i Fārs: Shāmil-i vaqāyi!-i qismathā-yi 
janūbī-i Īrān az sāl-i 1142 tā 1199 Hijrī Qamarī, ed. �Abbās 
Iqbāl (Tehran, 1325 [1946]), 82. 

55. William Francklin, Observations Made on a Tour from Ben-
gal to Persia, in the Years 1786–7 (Calcutta, 1788), 194, 197.

56. Karim Khan did not crown himself Shah but rather assumed 
the title of vakīl, thus denoting his regency over the country 
in the name of a puppet descendant of the Safavids. His suc-
cessors followed suit.

57. A number of such carpets have appeared on the market 
in recent years, most of which have sold at auction. For 
instance, see Rippon Boswell & Co., Antike Teppiche, Kelims, 
Flachgewebe und Textilien (Wiesbaden, 19 May 2001), lot 
71; Phillips, Oriental Carpets (London, 12 June 1992), lot 27; 
Sotheby’s, Fine Rugs & Carpets (London, 24 April 1991), lot 
91; and Christie’s, Oriental Carpets (New York, 30 Septem-
ber 1997), lot 282. For a dated example (1222 [1807–8]) from 
a private collection, see F. R. Martin, A History of Oriental 
Carpets Before 1800 (London, 1908), pl. 23.

58. See, for instance, a lacquered painting from the mid-nine-
teenth century in the Khalili collection: Nasser D. Khalili, 
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