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The Hafiz Foundation was founded in 2008 to support 

outstanding initiatives within the visual arts, with 

a special emphasis on the Middle East. With the city 

of Dubai as its base, the Foundation aims to become 

a center for preservation and promotion of the arts 

at large. At the heart of the Foundation’s goals is 

the development of educational opportunities for 

disadvantaged youth. Also central to the Foundation’s 

mission is serving younger artists from the Middle East, 

students, scholars, curators, and art enthusiasts. As 

a partner to both local and international cultural 

initiatives, the Foundation’s recent activities include 

having supported the founding of the award-winning 

Middle Eastern arts magazine Bidoun, support 

for local arts education programs, as well as the 

organization of a series ofexhibitions of selected 

works drawn from The Farjam Collection.



The Farjam Collection is one of the most impressive 

privately-owned collections in the world today. Featuring 

Islamic and pre-Islamic art, Contemporary Middle-Eastern 

art and International Modern and Contemporary Art, the 

Collection is born of a passion for art, exploration and 

travel, reflecting the affinities and tastes of a seasoned 

collector. Through a timeless journey into art, it embodies 

the fusion of cultures and traditions between East and West. 

The Islamic section of the collection spans the entire history 

of Islam, bringing together items produced throughout the 

vast region between Andalusia and Mughal India. Its treasures 

include Quranic manuscripts, miniatures and illustrated 

books on science, mathematics and poetry, as well as finely-

decorated metalwork, lacquer, glasswork, tiles, glazed 

pottery, woodwork, textiles, coins, jewelry, and fine carpets. 

The Modern and Contemporary Middle-Eastern section of the 

Collection is one of the foremost collections of its kind 

including pivotal works by Farhad Moshiri, Mohammad Ehsaei, 

Abdul Qader Al Raes and Ahmed Moustafa to name a few. From 

established to emerging and cutting edge, the artists featured 

mirror the rich and dynamic Middle-Eastern art scene. The 

Modern and Contemporary section of the Collection includes 

major pieces from the Impressionist, Expressionist, Modern, 

Pop, Minimal and Conceptual art movements. Its growing range 

of works includes international Modern and Contemporary 

masters such as Pablo Picasso, Henri Matisse, Georges 

Braque, Pierre-Auguste Renoir, Joan Miro, Fernand Leger, 

Alberto Giacometti, Jean-Michel Basquiat, Anselm Kiefer, 

Anish Kapoor and Gerhard Richter. Selected works from the 

collection are on view free of charge to the public through 

a series of curated exhibitions held at The Farjam Collection 

at the Dubai International Financial Centre in Dubai (DIFC). 

A programme of educational events offers audiences the 

opportunity to learn more about the works on view and the 

context in which they were produced. The Farjam Collection 

at the DIFC is generously supported by The Hafiz Foundation.
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Introduction by Dr. Cyrus Parham

The Farjam Collection is one of the most impressive privately-

owned collections in the world today. Featuring Islamic 

and pre-Islamic art, Contemporary Middle-Eastern art and 

International Modern and Contemporary Art, the Collection 

is born of a passion for art, exploration and travel, reflecting 

the affinities and tastes of a seasoned collector. Through a 

timeless journey into art, it embodies the fusion of cultures 

and traditions between East and West. The Islamic section 

of the collection spans the entire history of Islam, bringing 

together items produced throughout the vast region between 

Andalusia and Mughal India. Its treasures include Quranic 

manuscripts, miniatures and illustrated books on science, 

mathematics and poetry, as well as finely-decorated metalwork, 

lacquer, glasswork, tiles, glazed pottery, woodwork, 

textiles, coins, jewelry, and fine carpets. The Modern and 

Contemporary Middle-Eastern section of the Collection is 

one of the foremost collections of its kind including pivotal 

works by Farhad Moshiri, Mohammad Ehsaei, Abdul Qader Al 

Raes and Ahmed Moustafa to name a few. From established to 

emerging and cutting edge, the artists featured mirror the 

rich and dynamic Middle-Eastern art scene. The Modern and 

Contemporary section of the Collection includes major pieces 

from the Impressionist, Expressionist, Modern, Pop, Minimal 

and Conceptual art movements. Its growing range of works 

includes international Modern and Contemporary masters 

such as Pablo Picasso, Henri Matisse, Georges Alberto 

Giacometti, Jean-Michel Basquiat, Anselm Kiefer, Anish Kapoor 

and Gerhard Richter. Selected works from the collection are 

on view free of charge to the public through A programme of 

educational events offers audiences the opportunity to lear.



In The Early Sixteenth Century, 

Iran Was United Under The Rule Of 

The Safavid Dynasty. The Safavids 

Descended From A Long Line Of 

Sufi Sheikhs Based In Ardebil, In 

Northwestern Iran. The First Of The 

Safavid Kings Was Shah Ismail I. The 

Safavid Dynasty Ruled For Over Two 

Hundred Years And Its Patronage, 

Supervision And Commodification 

Of The Arts And Artisanal Works 

Resulted In An Elevated Execution 

Of Design, Which To This Day 

Remains Widely Sought After By 

Important Institutions And Private 

Collections. Three Safavid Rulers 

Were Significantly Involved In The 

Cultivation Of The Arts On State As 

Well As Personal Levels. Shah Ismail 

I (R.1502-1524), His Son, Shah Tahmasp 

I (R.1524-1576), And His Great-

Grandson, Shah Abbas I (R.1587-

1629). Shah Tahmasp Was An Active 

Patron Of Manuscript Illumination, 

Shahnameh From Which Illuminations 

The Most Renowned Manuscript Is His

Were Widely Dispersed And Copied 

Into Carpets Produced During His 

Reign. Several Of The Most Well 

Renowned Safavid Carpets Such 

As The Ardebil Carpets And The 

Vienna Silk Hunting Carpet Were 

Produced During The Reign Of Shah 

Tahmasp I. Shah Abbas Personally 

Invested In The Production Of 

Carpets, Notably By The Design Of 

The Motifs. In The Last Years Of The 

Sixteenth Century, Isfahan Became 

The New Capital Of Iran When 

Shah Abbas I Relocated The Safavid 

Government As Part Of His Greater 

Scheme To Lift The Country From 

Turmoil. Throughout The Sixteenth 

Century, The Ottoman Empire And 

The Shaibanids Threatened The 

Safavid Dynasty. The Seventeenth 

Century, Shah Abbas I Created A New 

Standing Army And Successfully 

Abated The Ottoman Threat, Bringing 

Political Stability To His People.

A Fragmentary Safavid Tile, 17 TH Century, 
Probably Shah Abbas Portrait  - The Farjam Collection

Art 
of carpet 
weaving during 
Safavids



In his new capital, Shah Abbas I reinvented the 

image of a polis through architectural planning. 

He built a two-kilometer long bazaar connecting 

the old Seljuq center with the Maidan-i Shah, a 

town square positioned near the Zainada River. 

The Maidan-i Shah was framed by four structures 

that propagandized the four pillars of the Safavid 

state - religion, trade, the military, and monarchy. 

Murals attested to Shah Abbas’ military prowess; 

the Mosque of the Sheikh Lutfallah and the 

Shah Mosque provided places for worship; and 

Ali Qapu was a two-story audience hall for the 

public. His efforts in transforming carpet weaving 

from a nomadic enterprise to a national industry 

secured not only global appreciation for the 

arts of Iran but also provided economic stability 

to the Dynasty. Royal and state workshops were 

established and highly skilled carpet weavers 

produced carpets for the palace and mosques of 

the Shah as well as local and foreign consumption.



The economic stability resulting from Shah 

Abbas’ commodification of the arts of Iran 

developed a new class of patrons. The wealthy 

Armenian merchants who monopolized the 

exportation of Iranian silks and the influx 

of foreign travelers to Iran now engaged in 

the purchase of art. The sale of beautiful 

carpets and manuscripts was no longer limited 

to external houses of nobility. In addition, 

artists were no longer dependent on the royal 

workshop for employment and, with the close 

of the seventeenth century and the Safavid era, 

carpet weavers and artists found gainful self-

employment in the private commercial sector. 

Shah Abbas I promoted the textile industries 

of Iran to neighboring monarchs and foreign 

dignitaries through ambassadorial gifts, and 

established commercial trade agreements with 

European nations. Commercial exports of carpets 

were transported by the Dutch East India Company 

as far as Jakarta, Sri Lanka, Malaysia, Kochi, India 

and even Holland. Apart from the arts of the loom, 

Shah Abbas I immigrated three hundred Chinese 

potters to Iran to produce Chinese ceramics 

that were fashionable at the time, as well as 

Armenians who were in control of much of the 

silk trade and negotiated a monopoly with them 

on silk exports from Iran. As an active patron of 

miniature painting and illuminations, Shah Abbas 

I reestablished the royal painting atelier and had 

the fifteenth-century Timurid manuscript Mantiq 

altair, The Language of the Birds, refurbished; 

four paintings were added and the manuscript 

presented to the shrine at Ardabil in 1609. His 

reign fostered the careers of such artists as 

Riza, Sadiqi, Ali Riza Tabrizi, and Mir Imad.

The Popularity Of Seventeenth Century Safavid Carpets Is Evidenced 

By The Numerous Examples Found In European Houses Of Nobility And 

Collections. Roughly Two Thousand Carpets And Fragments Survive 

From The Safavid Time And Many Of Them Are Considered Amongst The 

Most Valuable Artworks In Institutions With Islamic Art Collections 

Such As The British Museum, The Hermitage, Victoria And Albert Museum 

Of Art, The Metropolitan Museum Of Art. The Carpet Designs That Found 

Particular Popularity With The European Market In The Seventeenth 

Century Were The Polonaise, Vase And Herat-Isfahan Carpets. The Tastes 

Of The European Market Largely Dictated The Design Of The Carpets. 

Polonaise Carpets, By Far The Most Widely Exported Product, Have Pale 

Colour Palettes And Sumptuous Constructions With Silk And Metallic 

Threading. Many Extant Examples Bear The Coat Of Arms Of European 

Nobility And Were Direct Commissions By These Royal Houses To The 

Carpet Workshops In Isfahan And Other Production Centers. The Safavids, 

By Ordering Their Most Talented Painters To Engage In The Design Of 

Rugs, Standardized The Achievement Of Balance In Composition And 

Elevated The Standards Of Safavid Art And Weaving To Its Very Peak Of 

Execution. Safavid Era Carpet Design Remains To This Day The Influence, 

If Not The Basis, Of All Carpet Designs Produced In Iran.

Shah Abbas 1, entertaining Vali Muhammad Khan.Ceiling 
Fresco at Chehel Sotoon, Isfahan, Late 16 TH Century



The Role of the 

Carpet 
in Daily life
When glancing upon the breathtaking beauty 

of a Safavid carpet, one’s mind begins to drift 

towards the spaces occupied by these magnificent 

floor coverings and those fortunate enough 

to have enjoyed daily interaction with them. 

How were these intricately decorated objects 

incorporated into a room? What balance existed 

between the dense design of the carpet, the 

architecture and interior furnishings? And 

most notably, why do Middle Eastern cultures 

place such significance onto floor coverings?



The Carpet Is Deeply Engrained In The History Of The People, Within 

Their Homes And Lives. Newborns In This Region Of The World Take 

Their First Steps Upon The Piled Fibers Of A Carpet. Even Before 

Encountering A Plant In Nature, Their Experience Of Flora Is Formed 

While Playing Upon These Vividly Saturated Woven Gardens. Interior 

Design And Furnishings Of The Islamic World Provide Insight Into 

The Importance Of Carpets. The Architectural Framework Of A House 

Centers The Carpet Unlike In Western Architecture, The Rooms In An 

Islamic Home Do Not Have A Defined Purpose. There Is No Designated 

Space In Which To Dine, Entertain, Sleep, Or Study. Instead, Each Room 

Will Fulfill The Need As It Arises. Undesignated Living Such As This 

Is Only Possible When The Interior Furnishings Of Each Room Can Be 

Interchanged To Suit The Required Need In An Efficient Manner. The 

Furnishings Of The Home Are Therefore Twodimensional And Portable 

With The Only Constant In Interior Furnishing Being The Carpet. As 

The Primary Furnishing In A Room, Guests And Inhabitants Sit Directly 

Upon The Carpet And Rest Against Cushions That Line The Walls Of The 

Room. At The Hour Of Dining, A Sofreh (Silk Or Cotton Based Fabric 

Upon Which Dishes Are Set) Is Laid Upon The Carpet And Guests Gather 

Round To Enjoy Their Meal. Upon Completion, The Sofreh Is Cleared 

And The Carpet Remains To Serve A Different Purpose. As The Most 

Influential Decorative Focal Point. Architectural Design Attempts To 

Mimic Carpet Design By Harnessing The Elaborately Coloured Light 

That Spills Through Stained Glass Windows And Covers The Rosette 

Mouldings Of The Walls And Ceiling. Upon Entering A Room, Guests Are 

Confronted With A Mesmerizing Symphony Of Pattern, Light And Colour.



In The Evening, Mattress Pads Are 

Unrolled And Sleeping Quarters Are 

Prepared. The Following Morning, The 

Pads Are Rolled Up And The Linens 

Placed Away And Another Day Of Living 

With Interchangeable Rooms Unfolds. 

Prayers Occur On A Sajadeh, A Mat 

With The Form Of A Mehrabi For Which 

Ones Head Can Rest, Laid Directly Over 

The Carpet Surface. As The Carpet Is 

Utilized In Every Aspect Of Daily Life, It 

Is Imperative It Remains In A Clean State. 

Therefore, People Are Prohibited From 

Walking With Shoes On The Carpet To 

Avoid The Transportation Of Dirt Onto The 

Carpets. Throughout History, The Role 

Of The Carpet Has Increasingly Gained 

Importance In Daily Life Irrespective Of 

Social Standing. At The Royal Court, 

Kings Took Pride In The Production And 

Ownership Of These Precious Carpets 

And The Ability To Send This Luxurious 

Court Art As Diplomatic Gifts To Foreign 

Houses Of Nobility. Ordinary People 

Viewed The Carpet As A Status Symbol, 

A Sign Of Wealth And Taste, And They 

Were Considered The Foremost Object 

Of A Dowry. Interestingly, Even In Iran 

Today, The Most Frequently Stolen 

Item Of A Burgled Home Is The Carpet, 

Evidencing Their Economical Importance 

As A Family Asset. Miniatures Dating 

From The Safavid Period Provide A First 

Hand Source For Understanding The Way 

Carpets Were Utilized In That Era.

Interior of «Nasir Al Molk - Shiraz, Iran



D-8

Miniature, Royal Banquet
16TH CENTURY AD, 10TH CENTURY AH
28 CM X 16.5 CM

This Beautiful Miniature From A Book Of 

Safavid Poetry Depicts A Royal Banquet 

Set In A Garden. A King And His Queen Sit 

In Front Of Royal Tents Surrounded By 

Attendants And Musicians. Two Carpets 

Are Pictured In This Miniature. The First 

Has A Black And Gold Border Of Islimi 

Banding And A Rose Field. The Other 

Carpet, On Which The Queen Rests, Has 

A Crimson Border, Also Filled With 

Islimi Design, And A Mauve Interior Of 

Scattered Florals. A Similar Islimi Form Is 

Noticeable On The Textiles Used For The 

Tents. In Persian Miniatures, The Carpet 

Played An Important Role Whenever 

Persians Wished To Commune With 

Nature. The Carpet Was Simply Unrolled 

Onto The Ground And Acted As A Pleasant 

Place To Enjoy A Day Outdoors. This Habit 

Still Exists In Iran Today.



D-214

Layla Strikes Ibn Salam
1560 AD
GOUACHE HEIGHTENED WITH GOLD ON PAPER
21.3 cm x 16.2 cm

This Miniature Illustrates The Story Of Layla And 

Majnoon From The Poet Nizami. In This Picture, The 

Newly Wed Layla Strikes The Groom, Ibn Salam, 

Causing Him To Fall Off The Bed. The Carpet Depicted 

Consists Of An Internal Field Of Cloud Bands 

Bordered In White With Repeating Rosettes. This 

Miniature Provides A Vivid Example Of The Harmony 

Capable Between The Carpet And Tile Design. Also 

Depicted Is The Transformation Of A Room Into A 

Bedchamber By The Unrolling Of Mattresses. As 

Was Customary In Persian Miniatures, The Objects 

Are Represented By Their Best Angle And Their 

Depictions Are Not Dictated By Perspective.



D-214

Jamal Al-Din Abu Muhammad 
Nizami: Khamsa
1539 AD
29 cm

A King Is Depicted In His Royal Tent 

Sitting Atop A Medallion Carpet. In 

This Royal Banquet, The King Has 

Either A Minister Or Another Ruler In 

His Company Who Sits On A Small Chair 

In Front Of The King. As The Guest 

Does Not Sit Atop The Carpet Of The 

King, One Can Assume He Was A Lower 

Ranking Official And Is Therefore 

Not Given The Privilege Of Sitting On 

A Carpet. Similar Islimi Designs For 

Textiles Within The Tent Are Also Used 

In The Pattern Of The Awning.



A-167

Persian Manuscript In Nasta’liq Script
Hatifi - Layla Wa Majnun
917 AH / 1511 AD

24 x 16CM

Abdullah Hatifi Died In 927/1520-21. He Was The 

Nephew Of ‘Abd Al-Rahman Jami And Much Respec-

ted By The Timurid Sultan Husayn Mirza Bayqara 

And His Minister Mir ‘Alishir. The Safavid Shah Is-

ma’il Met Hatifi On His Way To Fight The Uzbeks In 

917/1511-12, And Asked Him To Write A Book On The 

Royal Victories, Which He Never Completed. He Was 

Also A Friend Of The Painter Behzad. The Colophon 

Of This Manuscript States That It Was Copied By 

Sultan ‘Ali In 917/1511-12, And That He Wrote It In 

Haste. Considering This Date And Hatifi’s Connec-

tion With The Timurid Court In Herat, This Must Be 

The Famous Sultan ‘Ali Al-Mashhadi. The First Mi-

niature Illustrates Layla And Majnun At School To-

gether, The Second Is Of Majnun In The Wilderness.

In This Classroom Scene, Also From Layla And 

Majnoon, The Privileged Soul Who Sits Atop A 

Carpet Is The Tutor, While The Students Sit 

On The Bare Floor. When A Person Is Depicted 

On A Carpet It Emphasizes The Hierarchy Of 

Relationship Between The Individuals.



Carpets
and the 
Arts
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The art of the book and that of the carpet are divergent in terms 

of technique. Though the essential forms and ornamentation 

available to carpet designers were the same as those available to 

the draughtsman, metal engraver, tile worker, and plaster molder, 

the mode of carpet weaving presents hurdles which the other arts 

need not account for. A carpet designer is limited by the width 

and colouring of his threads which greatly affects the final 

ornamentation. Even so, there are many remarkably vivid and finely 

executed carpets with undeniable stylistic parallels between 

pictorial representations and elaborate motifs to illuminations, 

bookbindings and miniatures of the Safavid era. Early fifteenth 

century works of art show a direct correlation of the arts of the 

book and those of the loom. Textile designs of the early Safavid 

period looked first to the Timurid miniature painters of Herat to 

inspire their compositions. Centralized designs and interlaced 

compartments, popular compositions in early Safavid carpets, 

were prevalent in miniatures of the second half of the fifteenth 

century. In sixteenth century pictorial carpets, the arrangement 

of figures occupying compartments in the field and scenes of 

animals in combat were directly adapted for use on many carpets 

from royal illuminated manuscripts of the court of Shah Tahmasb 

I. The delicately scattered floral patterns of carpets depicted 

in miniatures and reflected tastes of the book in the motifs of 

the carpets suggest the royal workshops of the sixteenth and 

seventeenth centuries must certainly have provided a reciprocal 

relationship where the artists of the book and those of the carpet 

regularly interchanged themes. In fact, it is plausible that the 

naqshband and the miniature painter may have been one in the 

same. The transfer of motifs between the arts of the Safavid 

court is perfectly illustrated in various illuminated manuscripts, 

miniature paintings and bookbindings in The Farjam Collection.

Carpets
and the 
Arts
of the 
Book



A-118

Persian Manuscript Nastaliq Script
HAKIM ABDUL QASEM FERDOWSI, SHANAMEH
SAFAVID, 1590 AD

This Beautifully Coloured Manuscript Page 

Vividly Exemplifies The Central Medallion Design 

Form. In This Instance, The Two Rectangles Which 

Closely Resemble Carpet Design With An Interior 

Field Of Scattered Floral Ornaments Interwoven 

By Bands And A Main Border Of Geometric Cabled 

Form, Has A Central Medallion Of Cartouche 

Form, And The Bands To Either Side Of The Script 

Contain Vertical Multi-Medallion Lozenges.



A-122

Collection Of Poems
MONEM AL DIN AL OHADI
TIMURID, 15TH CENTURY AD
18 CM X 8 CM

The Interior Field Of This 

Manuscript Page Consists Of 

A Lobed Golden Quatrefoil 

Medallion And Corner Fields 

With A Cobalt Ground Of 

Delicate Florals Blooming 

Forth From Islimi Bands.



A-139

Persian Manuscript On Polished 
Cream Paper
NUR AL-DIN ABD AL-RAHMAN JAMI
EARLY SAFAVID, 1509 AD
15.4 CM X 8.3 CM

Border Composition And Its Subsequent 

Design Evolution Is Evident In This Early 

Sixteenth Century Illuminated Manuscript 

Page With Its Main Border Of Repeating 

Iris Forms With Alternating Interior Petal 

Colourings Interwoven With Elegant 

Tracery. In The Seventeenth Century, Shah 

Abbasi Ornamentation, And In Particular 

The Lalehabbasi Palmette Replaced The 

Iris As The Primary Form Of Embellishment 

In The Main Border.



A-137

Prayer Book
COPIED BY AHMAD AL-NAYRIZI 
OR A CLOSE FOLLOWER
SAFAVID, 1708 AD
26 CM X 16.5 CM

This Prayer Book Cover’s Central Emblem 

And Pendants, Quartered Motifs In The Field 

Corners, And Repeating Cartouche Border, Is 

Directly Reminiscent Of A Medallion Carpet.



B-5

Quran
1534 AD
30 cm x 25 cm

A Large Golden Lobed Lozenge Interior 

With A Field Of Delicately Interwoven 

Floral Ornaments Has A Central Eight-

Pointed Badge Containing Script. From Its 

Vertical Ends Hang Two A Cartouches And 

Floral Emblemed Lozenges. The Minor 

Border Is Composed Of A Continuous Vine 

Of Blooms, Reminiscent Of Minor Border 

Composition On Many Carpets.



D-220

A Large Illuminated Frontispiece 
Of A Manuscript Of Persian Poetry
Probably Firdausi’s Shahname
1650 AD
Gouache with the use of gold on paper
37 cm x 21 cm

Graceful Islimi Bands Intertwine To Create 

Delicate Fleur-De-Lis Forms Which Are 

Centered With Lalehabbasi Palmettes Of 

Alternating Colours In The Field Of The 

External Main Border. The Interior Border 

Is Composed Of Alternating Cartouches Of 

Scattered Floral Patterns On Gold Or Deep 

Indigo Ground Linked By Rosettes.



D-155

An Allegorical Miniature
SAFAVID SHIRAZ, SOUTH IRAN, 
16TH CENTURY AD
17 CM X 9.5 CM

Pictorial Scenes Filled The Field Of 

Safavid Carpets In The Early Sixteenth 

Century. The Scenes, As In Miniature 

Paintings, Possess Single Directionality. 

This Allegorical Scene Is Bordered By An 

Over Scaled Indigo Border Of Red Scrolling 

Islimis, Each Detailed In The Interior With 

Black Cloud Bands. The Plaque Centered 

At The Top Of The Miniature Details A 

Carpet Of Medallion Form With Alternating 

Cartouche And Roundel Form.



Gardens 
of Paradise
in Safavid
Carpet
Design
Fin Garden - Kashan, Iran



Whether it is the ability for 

self reflection one always seems 

confronted with when walking 

through colonnades of trees, or 

the romanticism imbued in dimly lit 

corners of tall shrubbery, this 

verdure realm has enchanted for 

centuries. The desire to harness 

nature for personal enjoyment, 

to instill a controlled, orderly 

reign over nature has influenced 

and intrigued mankind, and in 

particular the rulers of Iran, for 

thousands of years. In 540 BC, 

Cyrus the Great built in his capital 

Pasargadae, the largest and most 

beautiful garden composed of a 

rectilinear walled orchard with 

pavilions that opened through 

loggias on four sides and named 

it ‘Paradaiza’. This name is derived 

from the Avestan and Old Persian 

words for a walled-around. 

Xenophon, the fifth century BC 

Greek historian, translated the 

Persian word into ‘paradeisoi’. 

Hasht behesht Garden - Isfahan, Iran



In Hebrew, ‘Pardes’, Or Paradise, 

Has Been Used As A Synonym For 

The Garden Of Eden. The Garden 

Of Eden Has A Central Point From 

Which Four Rivers Flow. It Follows, 

Interestingly, That The Arabic Word 

For Paradise, Firdaus, Also Means 

‘Garden’ And The Qur’an Describes 

Paradise As A Luxuriant Green 

Garden Where One Can Encounter 

Delightful Shade Under Trees Whose 

Branches Bear Sweetly Scented 

Blossom And Delicious Ripe Fruit 

And Fertile Grounds Replete With 

Streams Of Water, Milk And Honey. 

In The Fourteenth Century, Hafiz 

Praised The Bountiful Gardens Of 

Shiraz And ‘The Rose Garden’, Written 

By The Persian Poet Sadi, Spoke Of 

The Eternal Joys Provided By A Rose 

Garden And Noted Formal Concerns 

For A Garden, Stating ‘This Densely 

Wooded Grove Should, Like Paradise, 

Be Divided Into Eight Parts In Order 

That It May Become The Less Likely 

To Fatigue.’ The Rectangular Plan Of 

The Garden, Its Symmetrical Division 

Into Distinct Quadrants By Irrigation 

Channels, Was Employed In The Garden 

At Pasargadae Of Cyrus The Great And 

Is Still Maintained In Famous Gardens, 

Such As Those Of The Versailles And 

The Taj Mahal, To This Day. As Beautiful 

Objects Bearing Ornamentation 

Derived From Plant Shapes And 

Reflections Of A Lush Earth Were 

Reminiscent To The Viewer Of The 

Paradise Which Awaited Them, It Is 

Little Wonder That Garden And Floral 

Ornamentation Found Their Place In 

Carpet Design. The First Record Of 

The Garden Design On A Carpet Dates 

From The Sixth Century Ad, At The 

Ctesiphon Palace Of The Sasanian King 

Khosrow I (R. 531-579). Carpets That 

Include A Stylized Representation Of 

A Garden Are Often Referred To As 

‘Paradise Park’. Characteristically, 

These Carpets Follow The Traditional 

Chahr Bagh Plan Of Boundary Walls 

And Interior Pathways, Intersecting 

Watercourses That Create Four 

Equally Sized Quadrants, Which Are 

Further Divided Into Parcels That 

Contain Alternately Flowerbeds And 

Plane Trees. The Species Of Flora 

Employed In The Embellishments 

Of Safavid Carpets Evoke Not Only 

The Richness Of Nature, But Also 

May Allude To Themes Of Paradise. 

Cypress Trees Played A Central Role 

In The Design Of Iranian Gardens 

And Have Been Associated With 

Funerary Rites. The Lotus Palmettes 

Are Symbols Of The Sun, Of Creation 

And Rebirth. Rosettes Bear Multiple 

Iconographies; Celestial Connections, 

Associations With The Tree Of Life, 

And Even Death. Carpets Which Bear An 

Overall Design Consisting Of Vegetal 

Ornamentation May Also Be Termed 

As Garden Carpets And As A Result, 

Many Scholars Have Deemed Herat-

Isfahan Carpets As Garden Variety.

«Chahar Bagh» School - Isfahan, Iran



Medalion 
Carpets



Medallion Carpets are those organized around 

central emblem, which may take many forms. The 

medallion can be a star shape, with four to sixteen 

points; a roundel, various examples have pinched 

borders creating sixteen lobes; ogival or lozenge 

shaped. One medallion can occupy the center of 

the field, in a compact or oversized manner, or 

many smaller medallions may repeat vertically 

throughout the entire length of a carpet. The 

contours of the medallion may be angular or fluid 

and the ornamentation of the field either highly 

stylized or delicately rendered. This freedom 

of design, the ability of the carpet designer to 

render not merely one field as important but 

to play with various fields and decipher how to 

create harmony within the composition, accounts 

for the varying themes found on extant Medallion 

carpets. The field design may consist purely of 

scrolling vines and Shah Abbasi ornamentation, 

employ compartmentalized embellishment, or carry 

pictorial motifs such as trees and hunting scenes. 

Medallion Carpets often have quartered designs in 

the corners of the field which replicate the central 

medallion form, though this not always the case as 

can be observed in The Farjam Collection Medallion 

Carpet. The most renowned of Safavid carpets is a 

Medallion Carpet presently in the collection of 

the Victoria and Albert Museum titled the Ardebil 

Carpet. A second relatively identical carpet is in 

the collection of the Los Angeles County Museum 

of Art. It has been suggested that Shah Tahmasp 

commissioned the Ardebil Carpets as the decorative 

style directly correlates with that of the Tahmaspi 

Shahnameh. The central medallion of the Ardebil 

carpet is elaborated by the addition of a pendant 

form on each of the sixteen points, and two further 

hanging lamps extending longitudinally. Exquisitely 

rendered, the field decoration is balanced 

bilaterally and transversely, with the exception 

of two hanging lamps of slightly differing size, 

often thought to be an attempt at perspective, as 

well as the ivory cartouche containing a couplet by 

the Persian poet Hafez and a signature. “I have no 

refuge in the world other than thy threshold. My 

head has no protection other than this porchway. 

The work of the slave of this Holy Place, Maksoud 

[Maqsud] of Kashan in the year 942 [1535].” Although 

there is some debate amongst scholars placing this 

rug closer to 1539-1540, it appears to be the oldest 

surviving dated example of a Persian carpet. The 

medallion carpet preserved in The Farjam Collection 

is a wonderful example of a highly stylized and 

geometric Medallion Carpet composition.
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A Northwest Persian Medallion Carpet
17TH CENTURY AD
650 cm x 240 cm

The Central Medallion Consists Of Eight Multi-

Pointed Star Medallions Of Decreasing Size 

Placed One Inside The Other With Varying Ground 

Colours And Decorative Motifs. The Large Scale 

Of The Final Medallion Rim Encroaches Upon 

The Interior Minor Border And Separating Line, 

Thereby Creating The Appearance The Medallion Is 

Floating Above The Floral Network Of The Field. 

The Interior Corners Of The Field Do Not Posses 

Quarter-Medallions. The Main Border Contains A 

Dark Ground Of Alternating Classic And Multi-

Lobed Cartouches Bordered By Rosette Halves. 

This Densely Saturated Carpet Displays The 

Diversity Of Colours Used Within A Safavid Carpet 

And Its Individual Ornamentations: Ivory, Pale 

Yellow, Apricot, Pale Blue, Mid-Blue, Ultramarine, 

Pistachio, Teal, Claret, And Walnut.



Polonaise
	 Carpets



At the Paris International Exhibition of 1878, 

Prince Czartoryski of Poland exhibited a beautiful 

seventeenth century silk carpet bearing his 

family’s coat of arms embellished with gold and 

silver thread. The carpet was wrongly thought to 

have been produced in Poland due to the numerous 

examples that bore crests of the Polish and 

European nobility and carpets of this type were 

misnamed as Polonaise. In the 1930s, Polonaise 

Carpets were identified as having Persian origins, 

and yet the misclassification of this carpet group 

remains. Polonaise Carpets are believed to have 

been produced on the imperial looms of Shah 

Abbas I in Isfahan. Shah Abbas I and his successor 

Shah Safi exported luxurious silk rugs extensively 

embellished with metallic threads with their 

embassies to the noble houses of Europe and there 

are presently over two hundred extant examples. It is 

the presence of these costly threads that suggests 

the manufacture was carried out by an imperial 

workshop. In general, Polonaise rugs are knotted 

with silk pile on cotton warps with either cotton or 

silk wefts and most have flat fields of brocading 

with gold, silver-gilt or silver wrapped threads 

which separate piled silk floral ornamentation. 

The inclusion of metallic thread, while providing 

a breathtaking display of scintillating luxury, also 

provided many technical complications. The cost of 

gold and silver was prohibiting and the weight too 

heavy to be woven through the fibers of a carpet 

without causing irreparable damage. The solution 

to was to coil very thin and narrow strips of 

gilded silver around silk fibers to produce metal-

wrapped threads. The metal threads were woven 

between the warp threads, the weft then passed 

along the entire width of the carpet and packed 

down by a beating comb. Woven in various manners 

to achieve the visual effect desired when the light 

reflected upon the gold, the silver-gilt threads 

were either passed under and over every one of 

the top warp threads; passed under and over both 

the top and bottom warp threads; or passed only 

once under the bottom warp and three or more 

times over the top warp threads. Brocading was 

not reserved solely for Polonaise Carpets and 

is found on numerous fine silk carpets produced 

for the royal courts of Europe and the Safavid 

Dynasty. Polonaise Carpets are typically composed 

of varying ground colours of pastel hues with 

overall vegetal motifs. Several extant examples 

contain vertical rows of arabesques, alternating 

with diagonal rows of palmettes which invert and 

mirror each other. These ornaments are linked by 

delicate pink latticework. The Polonaise Carpet 

in The Farjam Collection has several unusual 

features making it an interesting sample of the 

varieties found in the Polonaise Carpet group.
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An Isfahan Polonaise Rug
Central Persia, Early 17th Century AD
194 cm x 137 cm

This carpet has several unusual features making 

it an interesting sample of the varieties found in 

the Polonaise Carpet group. Differently coloured 

panels of serrated leaves executed in metal thread 

form beautiful ogivals in the field, a lozenge is 

created in the centre of the field, and faint cloud 

line tracery connects the composition. Metal 

threading is more often used in Polonaise carpets 

as flat fields which separate piled silk floral 

ornamentations. Also unusual is the red threading 

outline of the embellishments. Typically, the 

outlines of the motifs in Polonaise Carpets 

employed black threading and red coloured thread 

was preserved for dramatic effect. It is interesting 

to note the presence of the red weft threads on 

the top half of the rug which display underlying 

structure of highly saturated threads which 

produce a softly pastel finished pile. The languid 

serrated leaves of the field are balanced in the 

main border by more tightly composed alternating 

lalehabbasi palmettes and crossed leaf motifs 

interlaced with feathery vine blossom tracery.



Vase	
Carpets

Extensively produced during the reign of 

Shah Abbas I, the Vase Carpet was a fashionable 

design for the European market and was 

exported in great numbers. The strong design 

and popularity of the Vase Carpet secured its 

continued production in post- Safavid times. 

Vase Carpets are characterized by multiple 

overflowing tendril scrolls that issue large 

palmettes, blossoms and budding flower 

heads from a fixed point, typically a stylized 

vase. The inclusion of a vase is not a requisite 

for a carpet to be classified as such; it is the 

undulating vines of foliage that form complex 

interlaced compartments that distinguish 

carpets of this group. A wide thematic range 

can be expressed within the Vase Carpet 

design including classical medallion, saz 

leaf and garden motifs, animals amid rows 

of flowering shrubs and trees, as well as 

intricate symmetrical filigree framework. 

Carpets of this group contain warps of cotton, 

wefts of wool and either silk or cotton, with 

wool pile. The unique technical structure of 

carpets of this classification; the production 

of a wavy finish to the surface by three weft 

passes between adjacent rows of knots, the 

first and third of mixed colours of wool, has 

attributed their manufacture to Kirman.
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A Safavid Vase Rug
Kirman, South East Persia, Second Half of 17th Century AD
268 cm x 178 cm

This vase rug is two directional whereas most vase carpets have only single directionality. 

Standing on either end allows the viewer to see a three vases in a row towards the center 

of the rug issuing bountiful yellow arched vines of islimi, palmette and composite rosettes 

on vines which flow downward. Two full and four half-formed vases and their tendrils 

compose the top layer of this carpet; the vases are slightly overshadowed by the large 

sized palmettes and the distinct arabesques of the tendrils. The red ground of the carpet is 

planted with delicate blossoms and rosette ornaments interwoven with fine blue tracery. 

The internal and external minor borders are similarly composed of S-shaped tendrils of 

rosettes. The border is a stunning example of multilayered Shah Abbasi ornamentation 

and here a beautiful chain of mauve islimis takes on an almost architectural form.
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A Safavid Vase Carpet Fragment
KIRMAN, SOUTH EAST PERSIA, FIRST HALF OF 17TH CENTURY AD
124 cm x 102 cm

Richly pigmented indigo ogivals of latticework, framing eight pointed 

star-shaped composite floral emblems, are interjoined by quatrefoil 

terminals. Vines which put forth foliage blossom in shades of light 

indigo, rose, crimson and violet and well delineated aubergine cloud 

bands fill the interstices. Though this piece is merely a fragment of 

a carpet, the level of balanced complexity and sumptuous meandering 

of line account for the other fragments of this carpet to be held 

in such important institutions as the Musee Historique in Lyon; 

the Philadelphia Museum of Art; the Islamic Museum in Berlin; the 

Iparmuveszeti Museum, Budapest; and the St. Louis Art Museum.
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A Large Cuerda Seca Tile Panel
17TH-18TH CENTURY AD
145.5 CM X 95.5 CM

Two Cypress Trees Frame An Over Scaled 

Cobalt Vase From Which Blooming Rosettes 

And Lalehabbasi Palemettes Spring Forth. 

The Design Of The Vase Itself Has A 

Central Lalehabbasi Palmette Framed By 

Long Curving Serrated Leaves Dotted With 

Rosettes. Peacocks, Ducks And Doves Fill 

The Yellow Ground Field And The Border 

Contains A Continuous Scroll Of Islimi 

Bands, Which In Turn Create Tulip Forms. 

The Floral Motifs Of This Tile Panel, The 

Directionality Of The Scrolling Vines 

Overflowing The Lip Of The Vase And The 

Thematic Composition Is Reminiscent Of 

17Th Century Vase Carpets.



Herat-Isfahan Carpets Were Produced In Great Quantities 

Throughout The 17Th Century (11Th Century Ah). The 

Materials Used In Their Production; Mostly Cotton And Wool 

Warps And Wefts And The Absence Of Costly Fibers Of Silk And 

Metallic Thread Except On The Finest Examples, Relate That 

These Carpets Were Produced For The Commercial Market And 

Available To A Wide Clientele. The Dimensions Of Carpets Within 

This Group Vary Widely And Substantially Large Carpets Of An 

Elevated Quality Evidence Royal Commission. Carpets Of This 

Group Appear Frequently In European Paintings, Most Notably 

By Flemish Artists Of The 17Th Century, And Are Depicted In 

Many Pictorial Scenes Of Islamic Illuminated Manuscripts. 

The Classification Of These Carpets As Herat-Isfahan Stems 

From The Debate Of Where Carpets Of This Design Originated. 

The Designs Are Derived From Simplified Versions Of The 

Herat Type In Which Symmetrical Arrangements Of Vines And 

Palmettes Occupy A Deep-Red Field With Dark-Green Borders. 

Animals Were Rarely Depicted And Carpets That Contain Them 

Are Typical Of Classical 16Th Century Herat Pieces And Are 

Deemed Transitional Pieces. Such Transitional Rugs Suggest 

That The Herat-Isfahan Class Represents A Continuation Of 

The Herat Type And Its Adaptation To Commercial Production. 

Various Locations For Production Have Been Suggested In 

The Regions Of Isfahan, Herat, And Northern India. However, 

Scholars Typically Favour The Attribution Of These Carpets 

To Persia And Specifically To Isfahan, As This Was The Capital 

During The Reign Of Shah Abbas I And It Is Acknowledged 

There Was A Prolific Carpet And Textile Industry Located In 

Isfahan Under Royal Supervision During The 17Th Century.

Herat-Isfahan
 Carpets



Carpets Of The Herat-Isfahan Group Generally 

Bear Crimson Interior Fields Comprised Of Highly 

Stylized Floral Ornamentation Interwoven By 

Delicate Tracery. The Fields Are Further Bordered 

By Green Or Indigo Ground And Also Composed 

Of Densely Interlinked Floral Forms. The 

Characteristic Ornamentations Of This Group Are 

Comprised Of Khatai Flowers. This Form Of Floral 

Embellishment Is Titled Shah Abbasi Ornamentation. 

Other Important Ornaments In Herat-Isfahan 

Carpets Are Bands By Which All The Forms Are 

Joined, Islimis, And Secondary Ornaments. Shah 

Abbasi Ornaments Have Several Forms; Lalehabbasi, 

Rosettes, Blossoms, Leaves And Composite Flowers. 

Lalehabbasi Flowers May Be Described As Having 

Tulip Or Palmette Shapes. Characteristically, This 

Ornament Is The Largest And Most Visually Striking 

As Each Palmette Design Is Created By The Complex 

Layering Of Many Petals, In The Finest Examples Each 

Section Possesses A Different Hue And Every Part 

Has Directionality From The Base Of The Flower 

To The Tip. Rosettes Are Also Designed In Several 

Layers Of Three To Eight Petals And Have Radial 

Symmetry At Their Centers. In The Ornamentation 

Of A Carpet, Rosettes Tend To Be Of Smaller Scale 

Than Lalehabbasi And The Tendrils Of Vinery That 

Join Rosettes To Other Motifs Pass Under And 

Link At Their Centers Versus Their Stems As With 

Other Shah Abbasi Ornaments. Small Rosettes Are 

Commonly Found In The Interior And Exterior Guard 

Bands. Blossoms Are Small, Half Bloomed Flowers 

Or Unopened Buds Often Located At The End Of 

Scrolling Tracery Or Attached Via Their Stems To 

Minor Bands Of Other Shah Abbasi Ornaments. They 

Are Prevalent In The Field Of The Main Border. 

The Leaves Of Safavid Carpets Have Several Forms. 

Long Leaves May Be Sword-Shaped, Shamshiri, Fish-

Shaped, Mahi, Or Flame-Shaped. Curving, Serrated 

Saz Leaves Are Most Prominently Used Throughout 

The Design And Are Often Bicoloured. Small Floral 

Elements Such As Rosettes And Blossoms May Be 

Woven Within Leaves. While The Stem Of A Leaf Is 

Always Connected To Tracery, The Tip Is Usually 

Unattached And Often It Curves Back Over Itself. 

Leaves Are Quite Important To The Design Of A Carpet 

As They Impart Directionality To The Viewer. The 

Most Renowned Of Shah Abbasi Ornamentations Is 

The Islimi. An Islimi, Often Referred To An Arabesque 

With The Form Is Connected To Others By Bands, Is 

A Beautifully Organic Movement Connectable To 

Other Ornaments From Three To Four Points. Islimis 

Are Extensively Used In All Fields Of A Carpet As 

They Are Capable Of Creating Seamless Repetition 

And Extension In All Directions. Secondary 

Ornaments Which May Pervade An Herat-Isfahan 

Carpet Ground Are Animals, Though Rarely, Botteh 

Or Paisley Forms, Vases And Bouquets. As A General 

Rule, Carpets That Are Classified As Herat-Isfahan 

Typically Bear Only Shah Abbasi Embellishment. The 

Selection Of Herat-Isfahan Carpets From The Farjam 

Collection Which Follow Provide A Comprehensive 

Example Of The Various Compositions And Stylistic 

Designs Available To The Carpet Designer; Some Are 

Highly Stylized And Angular In Form While Others 

Bear A Remarkable Fluidity And Lightness.
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An Isfahan Carpet
CENTRAL PERSIA, 17TH CENTURY AD
343 CM X 183 CM

This Brilliant Example Of Red Field, 

Green Border Shah Abbasi Carpets Has 

Several Features That Set It Apart From 

This Group. The Main Border Is A Simple 

Continuous Vine Of Various Lalehabbasi 

Palmettes Bracketed By Saz Leaves In A 

Harmonized Opposition Of Orange And 

Blue Hues. The Minor Borders Are Most 

Intriguing As There Are Eight In Total 

And They Range In Design From Simple 

Solid Coloured Lines, Bi-Coloured 

Roping, Scrolling Rosettes On Vine Leaf, 

To Rosettes Linked By Chained Cloud 

Bands. The Shah Abassi Ornamentation 

Of The Field Is Stylized And The Angular 

Composition Simplifies The Detail Of 

Ornamentation In Draughtsmanship, 

While The Composition Of Various 

Colours In Each Remains Strong. The 

Carpet Has Been Reduced In Size, As Is 

Clearly Visible In The Field, And The 

Repetition And Directionality Of Motifs 

Suggest The Carpet May Have Been A 

Third As Large In Its Original State.
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An Isfahan Rug
CENTRAL PERSIA, 17TH CENTURY AD
188 CM X 124 CM

Though Maintaining The Traditional, 

Slightly Over-Scaled Repeat Floral 

Pattern, This Rug Has Atypical Features 

Of A Camel Field Colour And A Border 

Composed Of Large Lalehabbasi Elements 

Interwoven With Sinewy Rosette Tracery. 

The Overall Field Design Appears To Have 

Radial Symmetry However The Elements 

Along The Vertical Central Axis, The 

Curved Base Forms Of The Lalehabbasi In 

The Central Quatrefoil Design And Those 

Formed By Cloud Bands Near The Bottom 

And Top Border, Have Irregularities In 

Their Composition. The Ends Of The Rug Are 

Finished With Original Silk Brocading.
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An Isfahan Carpet
CENTRAL PERSIA, 17TH CENTURY AD
853 cm x 353 cm

This Carpet Has Been Widely Published 

And Exhibited At The Corcoran Gallery 

Of Art In Washington, D.C. Its Large 

Proportions, Overall Excellent 

Condition And Neatly Composed Endless 

Floral Repeat Pattern Combine To Make 

This Carpet A Fine Example Of The 

Harmony Achieved In Safavid Carpet 

Design Of The 17Th Century. Though 

The Grounds Of The Field And Borders 

Are Nearly Filled By Vine Tendrils, Saz 

Leaves, Palmettes, Rosettes, Blossoms 

And Cloud Bands, The Symmetry Of 

Design And Colours Results In A 

Perfectly Balanced Composition.
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An Isfahan Carpet
CENTRAL PERSIA, 17TH CENTURY AD
975 CM X 366 CM

Perhaps Most Striking Is The Vivid Hues And 

Variations Throughout The Interior Field 

And The Petal-Form Spandrels That Create 

Fluid Scroll Islimis Over The Length Of The 

Field. The Field Corners Are Embellished, 

As Is Common Practice In Medallion 

Carpets, Though This Carpet Lacks A 

Central Medallion In Favour Of A Small, 

Centralized Lozenge Framed By Opposing 

Palmettes. The Ratio Of The Border To The 

Interior Is Relatively Thin And Though 

Densely Florid, It Does Not Conflict With 

The Harmony Of The Interior. The Immense 

Size Of This Carpet Coupled With The 

Masterful Manner Of Execution Is Evidence 

Of This Carpet Having Been Manufactured 

And Utilized In A Royal Setting.
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An Isfahan Carpet
CENTRAL PERSIA, 17TH CENTURY AD
422 cm x 274 cm

This Intricately Woven And Extraordinarily 

Well-Designed Carpet Features A Slightly 

Oversized Border; The Interior Field Consists 

Of Double Layer Blue And Cream Vinery With 

Variations Of Bold, Feathery Palmettes. In 

The Top Quarter Of The Carpet, The Corners 

Contain Gracefully Arched Black Cloud 

Bands And A Centered White Cloud Band 

Draws The Eye Downward. This Visual Cue 

Is Continued Through Inverted Palmettes 

On The Vertical Axis And Terminates In Two 

Roundels Containing Smaller Palmettes, 

Bordered On Each Side By Large Turquoise 

Feathery Composite Ornamentation.
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An Isfahan Carpet
17TH CENTURY AD
484 cm x 213 cm

Symmetrical On Two Axis, Bilateral And Transverse, The Embellishment Of This Carpet Is A 

Complex Web Of Various Sized Palmettes, Rosettes, Curved Serrated Leaves And Blossoming 

Angular Tendrils. Though Angular In The Underlying Tendril Structure Of The Field, This 

Carpet Does Not Feel Geometric Due To The Curves Of The Saz Leaves, Billowing Cloud Bands, 

Multiple Directionality And Finely Executed Details Of The Shah Abbasi Ornamentation. 

The External Guard Band, Composed Of Small Rosettes, And The Main Border Of Inverting 

Versions Of Palmettes Rotating With Leave Encased Rosettes, Also Assist In Breaking The 

Geometric Framework Of The Tendril. The Formal Interior Minor Band Of Cabled Hexagons 

Is Sufficient To Differentiate The Motif Of The Field From The Main Border.
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An Isfahan Rug
CENTRAL PERSIA, 17TH CENTURY AD
201 cm x 137 cm

This Magnificent Rug, Nearly Complete In 

Its Original State, Displays Clearly The 

Beauty Of The Simplicity Of Design. It Is 

Similar To The Camel Field Isfahan Rug 

P-465 With Its Small Size And Central 

Lozenge Created Through Quatrefoil 

Khatai Flowers, As Well As Its Ends 

Displaying Original Silk And Metal 

Thread Brocading; Yet This Rug Has 

Less Tracery Throughout And Larger, 

More Distinct Cloud Bands And Clearly 

Delineated Lalehabbsi Ornamentation.
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An Isfahan Carpet
17TH CENTURY AD
550 cm x 250 cm

This Rare Border Features A Pair Of Bicoloured-Serrated Leaves From Which 

A Blossom Spreads Forth. A Lotus Palmette Is Centered Between These Paired 

Florals And Linear Blue Tracery Interlinks The Elements. The Field Design Centers 

On A Lozenge Formed By Tracery Issuing From The Stems Of Palmettes. Solid And 

Bicoloured Curved Saz Leaves Terminate The White Vine Scrolls Throughout The 

Field And Influence The Notion Of Directionality, Which Is Paramount In Carpet 

Design. The Saz Leaves, Which Terminate The Delicately Scrolled Roundels, 

Further Emphasize The Circular Form Whilst Those Leaves That Terminate Towards 

The Border Of The Field Direct The Eye Back Towards The Centralized Lozenge.
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An Isfahan Carpet
CENTRAL PERSIA, 17TH CENTURY AD
808 cm x 330 cm

The Brilliance Of Colour And Florid 

Elaboration Of 17Th Century Safavid 

Carpets Is Evident In The Bottom Third 

Of This Carpet Where The Original 

Pile Is Retained. The Main Border 

Consists Of A Pair Of Rose And Light 

Blue Islimis And Two Alternating 

Palmettes While The Red Ground 

Field Echoes The Duality Of Colour 

In Serrated Leaves, And Delicately 

Rendered Palmettes And Blossoms Are 

Linked By A Scrolling Vine Tendril.
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An Isfahan Carpet
Central Persia, 17th Century AD
340 cm x 160 cm

The Striking Feature Of This Carpet 

Is The Four Rosette Roundels, Which 

Due To The Juxtaposition Of Dark And 

Light Coloured Thread, Mimic An Asian-

Inspired Flare Spiral And Renders The 

Dual Axis Symmetry Of Quite Noticeable. 

Vine Tracery Gracefully Curves Around

These Roundels And Joins A Large 

Palmette, Which By Its Close Proximity 

To Four Other Lalehabbasi Results In A 

Quatrefoil. In The Center Of The Field 

A Lozenge Is Created In The Negative 

Space Formed By Two Palmettes And The 

Scrollwork Issued From Them.
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A Part-Cotton Isfahan Rug
CENTRAL PERSIA, CIRCA 1650
208 cm x 140 cm

The Beauty Of This Rug Is Found In The 

Saturation Of Various Colours Within 

Each Design Element And The Intricate 

Lacing Of Motifs. The Main Border Of 

The Rug, Composed Of Large Palmettes 

Alternately Emphasizing The Flower 

Bud And The Leaves, Encased By White 

Dotted Separating Lines, Is Enclosed By 

A Densely Packed External Border Of 

Considerably Smaller Flora. Within The 

Field, Flame-Like Forms Extend From The 

Top And Bottom Internal Minor Borders, 

Sinuous Tendrils And Tracery Escapes 

And Extends From Under The Elaborately 

Coloured Composite Khatai Flowers, 

Cloud Bands Forming Ovals Intersect 

Green And Yellow Lotus Palmettes To A 

Central Lozenge And Delicate Organic 

Forms Of Cloud Bands And Flared 

Spirals Are Reminiscent Of Chinese Art. 

Bilaterally Symmetrical, This Carpet 

May Slightly Be Considered A Floral 

Ground Mehrabi Due To Curved Lightly 

Formed Cloud Bands In The Top Quarter 

Of The Field That Form The Prayer Niche. 

The Red Background Field Colouring Is 

Perceived As Multi-Coloured Due To The 

Extreme Saturation Of The Motifs And 

No Longer Resembles Common Red Field, 

Green Border Carpets Of This Group.



P-696

An Isfahan Carpet
CENTRAL PERSIA, CIRCA 1650
409 cm x 180 cm

With almost entirely original piling, 

this vivid bilaterally symmetrical carpet 

is comprised of inflated ornamentations 

quite simplified in their execution, 

and a dense border of large cypress 

trees alternating with large freely 

worked palmettes with unusually large 

blossoming vine tendril surrounds 

that do not link but merely emphasize 

the individual ornaments. A central 

quatrefoil is composed of v-shaped 

orange cloud bands and four palmettes 

whose stems link to form a rosette.



P-695

An Isfahan Carpet
Central Persia, 
First Half of 17th Century AD
442 cm x 183 cm

This sumptuous carpet contains an 

endless array of ogival and pointed 

palmettes, a large presence of 

curvaceous cloud bands, delicate 

tracery and variegated, highly textural 

floral embellishments. Due to the 

lack of serrated saz leaves within 

the florid ornamentation, this carpet 

has been considered an early example 

of the Heart-Isfahan Carpet group. 

Highly florid carpets with delicate 

and skillful draughtsmanship such as 

this present example were considered 

extremely fashionable in 17th Century 

Europe and were widely exported.
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An Isfahan Carpet
Central Persia, 17th Century AD
493 cm x 203 cm

Though there are areas where the 

foundation may be seen, this carpet 

retains much of its original vividness 

of colour. Delicate cream tendrils 

gently encircle and link large 

resplendent floral ornamentation, 

providing lightness to these otherwise 

over scaled emblems. Bilaterally and 

transversely symmetrical in the field 

as well as the main border, this carpet 

displays the skillful repetition of form 

and accurate placement characteristic 

of Safavid masterpieces.
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