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7. THE HISTORY AND PRODUCTION OF WOOL COMPOUND WEAVE TEXTILES

IN EGYPT FROH THE LATE ROMAN PERIOD OHVARDS

7.1. Introduction

The present chapter concentrates on the production of compound weave
textiles in wool in Egypt from about the third century A.D. to the end of
the Mamluk period in the sixteenth century. The prominence accorded to
Egypt has been based on two factors, firstly, a considerable quantity of
information has survived concerning the structure and range of cloth
which was produced by the Egyptian textile industry. Secondly, the
majority of silk and wool compound weave textiles excavated within the
confines of the Roman Empire were actually found in Egypt. Nubia has
been deliberately exciuded from the title of this chapter as it would
appear that there was no structured textile. industry in this region
producing highly elaborate and complex cloth of the +type under
discussion. This is not to say, however, that no texti{e\l,g of any type
were being praduced in the region, rather that the Nubian texfile
industry was geared towards the production of a totally different range
of goods. In addition there is also thé question were compound weave
textiles in wool ©being produced in other areas of the Eastern
Mediterarrean, most notably Syria? This point will be discussed in
Chapter 8.

As outlined previously, I decided to study the wool compound weave
textiles because as yet mno silk compound weave examples have been
reliably recorded from any archaeological excavation in Egypt or Nubia.
All too often extant examples were found during nineteenth century

excavations where no concern was given to accurate recording methods,




while other textiles have simply been given a suitable provenance by
dealers. The date given above has been used because the earliest wool
compound weave textiles from Egypt, namely those from Antino&, are
believed to be third century.in date (see Chapter 2).

In order to look at the history and development of the compound
weave in Egypt, the following chapter covers four distinct elements,
firstly, a discussion concerning the history of wool compound weave
textiles within the Egyptian textile industry. . Secondly, there will be a
discussion of the problem as to where exactly the wool compound weave
textiles may have been made. Thirdly, some general comments will be made
about the question of who may have produced the textiles. Finally, there
is a brief description of a group of weavers from the city of Akhmim,
Middle Egypt, who are currently producing compound weave textiles.

Problems relating to the production, distribution and 'exportation'
of silk compound weave textiles in the Vestern and Eastern Roman Empire,
plus the relationship between silk and wool compound weave forms will be
discussed in Chapter 8.

Before delving -into these points however, it would first seem
necessary to give some details concerning the structure of the Egyptian

textile industry during the period under discussion.

7.2. The Egyptian Textile Industry

Vhen the Roman Emperor Caracalla (A.D. 211-217) referred to the
Peasant or felaheen 'invadors' of Alexandria as "the linen-weavers", he
intended to use the term in a deliberately insulting manner (P. Giss.
40>. It is common to pick upon an obvious and well-known 'fact' when

attempting to insult another person or people. A suitable, modern




example would be the way in which the English refer to the ?rench as
"froggies", presumably after the French habit of eating frogs' legs.
Caracalla's comment refers to the traditional production of flax cloth in
Egypt which can be traced back for thousands of years [1l. By the first
millennium A.D. Egypt was not only a major producer of textiles, but it
was also an important exporter of cloth. For example, textiles which
are believed to be Roman Egyptian in origin have been found in places as
far away as Cologne in V. Germany and Conthey in Switzerland (Z21].
Indeed, Egyptian linen,had become so vital to the Roman world that when
there was a strike of weavers in Egypt during the third century A.D. the
Emperor Gallienus (t A.D. 268) is reputed to have cried “What! Can we
get along without Egyptian flax?" [3].

It would appear from a number of contemporary sources that the
production of cloth in Egypt prior to and during the Roman period could
be divided into four basic types, namely,domestic; royal household and
state; temple, and commercial. All except the temple production of
cloth continued well into the medieval period and two of these forums,
namely, commercial and domestic weaving (albeit on a smaller scale) are
still practised to this day.

Daomestic Production of Cloth: The production of cloth within the
domestic setting in Egypt was mnot as widespread as might first be
expected [4]. The setting up of a textile workshop with spinning,
weaving and fiﬁishing equipment would have entailed many expenses,
including the costs incurred by labour and raw materials. In addition,
there is evidence to suggest that people in Egypt from Pharaonic times
onwards were paid for their work in kind, i.e. with food and clothing

rather than money (5]. As a result, therefore, it was unnecessary for




many people to weave large or complex pleces of cloth at home. Such a
situation is 1indicated in the early fourth century A.D. Edict of
Diocletian in which a wide range of poor quality clothes were on general
sale for "the use of the common people and slaves" [6]. Thus, it would
seem unlikely that either a small landowner or a felaheen could have
afforded to weave textiles for his own domestic use or indeed was
actively encouraged to do so.

On the other hand, there is evidence to suggest that large private
establishments throughout the Greek and Roman world did have their own
weaving workshops or textrinia i{7}. The Egyptian textile nistorian M. A.
A. Marzouk inte?pfeted a passage in the third century B.C. work by
Theocritus called the Idylls as meaning that all textiles in Alexandria
were domestically produced [8]. The passage in question concerns the
purchase of five fleéoes which were meant for spinning and preéumably
weaving at home, but the mistress of the house was complaining because of
the poor quality of the fleeces:

“Yesterday for seven drachmae he bought dog's hair,
pluckings of old wallets, nothing but dirt, work without end.

Five fleeces it was. But come; get your dress on and your
wrap. Let's go and see the Adonis in our rich king Ptolemy's
palace".

The other speaker then goes on to say:

"That full dress suits you very well, Praxinoa. What did
it cost you off the loom? Tell me.

Don't remind me of it, Gorgo; more than two minas of good
money, and as for the work, I put my very life into it ....."
(Theocritus, Idylls, XV, 18-19).

It would seem from these passages that, although some textiles were woven

at home, more elaborate and expensive forms were purchased from




professional weavers and in some cases further elaborated. at homne,
possibly by embroidery.

Certain other points should also be highlighted, firstly, the fact
that the two 'heroines' had the time and leisure to visit a performance
of Adonis given by Queen Arsinogé II (+ ca. 272 B.C.); secondly, that the
poor quality of the wool was not heralded as a financial disaster, and
thirdly, that they had at least two servants in immediate attendance.
All of these points would suggest that Theocritus was intending to
describe a wealthy household where textiles were produced for ordinary
usage, but fine cloth, at least for the mistress's clothing, was bought
from a professional weaver. The passages can therefore be used to support
the idea that textrinia were to be found in the homes of the well-to-do
and that they were basically used to produce clothing and simple
textiles, such as bedding, towels, etc., which had definite, essential
household functions.

A similar situation is indicated in a first century A.D. letter from
a man called Apollonius in Alexandria fo his son who was also called
Apollonius (P. Oxy. 1183): el If I can buy a cloak for you
privately,'I will send it at once, if not, I will have it made for you at
home ....."

It can also be shown by comments made by Ammianus Marcellinus (b.
ca. A.D. 330-333), concerning the armies of slaves employed in houses in
Rome, that private workshops of this kind were still in existence in the
Roman world well into the fourth century A.D. (Ammianus Marcellinus, Res
Gestae, XIV, 6, 17).

Very little seems to be known about the production of textiles in a

domestic setting during the early Islamic period in Egypt, but it would




seem likely that the situation described previously continued. One
change, however, which is noticeable during the Islamic period is the
increase in the types of textiles being produced in Egypt, and the
expansion in the range of markets in various Islamic countries (9].
Nevertheless, these changes seem to have affected the material found in
the markets rather than those produced in the home.
The Royal Households and the State: Under the Pharaonic and Ptolemaic
systems a large number of weavers (both slaves and free) were employed
within the Royal Households in order to create a steady supply of
textiles [10]J. These were used both within the court and also as gifts to
temples, visiting dignitaries, etc.v

The existence of the Royal workshop under the last Ptolemaic ruler,
Cleopatra VII, is suggested in an unusual, and perhaps somewhat dubious,
source. According to the fifth century A.D. writer Paulinus Orosius,
Octavian (Augustus) put to death in ca. 30 B.C. a Roman senator called
Ovinius on the grounds that he had dishonoured his name by accepting a
post under Cleopatra as director of the royal lanificio or wool spinning
and weaving workshop {11i. Such a position may have been a sinecure, but
it would certainly have placed Ovinius within Cleopatra's and Antonius'
sphere of influence. Vhatever the reasons behind Octavian's act, if
indeed it ever took place, it is interesting to note that Cleopatra's
palace was reputed to have had such a weaving workshop and that the post
of director was regarded as suitable for a Romap senator.

Following the beginning of Roman rule in 30 B.C. the royal workshops
were taken over by the Roman state. Cloth produced under the new system
took two forms, namely, material woven in the state workshops or gynaecea

for the Imperial Household and military use (12}. Secondly, there was a




levy of cloth on commercial weavers which was again destined fof military
use.

Very little information, however, appears to be available concerning
the range of textiles produced by the various gynaecea for ﬁse in the
Imperial Household [13]. It would seem likely, nevertheless, that the
range was similar to that used in the Ptolemaic court, namely, fine
clothing, bedding, curtains, etc., as well as textiles suitable to be
given away as gifts.

| More detaile are available concerning the range of textiles required
by the military in Egypt and elsewhere [14j. These requisites consisted
of clothing and were described as the vestis militaris . According to R.
MacMullen these were made up of three basic items: tunics, mantles and
blankets, plus, 1light cloaks, 'himatines', blankets, boots, chitons,
emall cloaks, Syrian mantles and finally, “outfits" {(eroraid [15}. These
items included both wool and flax textiles, which, again according to
HabMullen, were not always of the best quality: "Evidently imperial
troops, eo far from receiving richly decorated uniforms, in fact were
fobbed off with the very worst" (HacMullen{ 1058, 187). One reason for
the poor quality of the textiles may 1lie in the fact that at various
times the imperial gynaecea also housed slaves, runaway weavers, convicts
and Christians sentenced to penal servitude [16]. Indeed, all the
inmates, whether convict labour or not appear to have suffered "rough and
miserable toil" [171.

The production of cloth under state control in Egypt continued after
the Islamic invasion of the mid-seventh century, but it would appear that
the products were increasingly used for the benefit of the new rulers,

the Caliphs. The gynaeseum system 1in Egypt developed into the tirez



workshops where silk textiles, robes of honour, etc., were produced
{181.

Temple Production of Cloth: Due to the lack of contemporary evidence it
is now difficult to assess the importance or extent of cloth production
within temple complexes. 'It would appear, however, that the prime
function of the temple weavers was to produce cloth which was to be used
within the temple precincts itself, and as gifts and objects of exchange
(101. New 1linen clofhes, for example, were required daily for the
dressing of the images of the gods [20). Cloth was also needed for the
wrapping of‘bodies of sacred birds and animals.

Curiously, a number of Ptolemaic temples also kept sacred flocks of
sheep which were apparently e#empt from the pasturage tax (evvouiov;
Evans, 1061, 231). But there is no evidence to suggest that these flocks
were used to supply wool for garments which were worn by the priests
themselves or that they were used iﬂ burials {211, Neveftheless, this is

Nt RS
not to say that wool was Wwedther{ used in the tempies (perhaps as
blankets), or by the lay members of the temple [22]. It is also possible
that the flocks represented an additional source of income which
according to J. A. S. [Evans, "the state allowed the temples to engage
in" (Evans, 1961, 231).

It should be noted that not all temples had workshops, for example,
during the late first and early second century A.D. one of the main
temples at Tebtunis had a Bureoupyoi attached to it, presumably for the
production of Bureos or fine linen cloth (byssos) (23]. On the other
hand, in an early third century A.D. receipt from the chief priest of the

temple of Helio-Re and Mnevis-Atum, to Maron at Tebtunis, acknowledgement




is made of the arrival of 20 cubits of busreros for the burial riies of the
Mnevis bull (P, Tebt. 313; A.D. 210-11).

In general it would appear that the production of cloth within the

temple complexes was limited to the weaving of linen cloth for use within
the temple confines. Following the widespread acceptance of Christianity
in Egypt and its recognition as the official state religion of the Roman
Empire in the fourth century, the role of the temples gradually declined
and with it their production of -cloth. In their stead, various self-
sufficient monastic communities sprang up all over Egypt, which also
produced cloth for their own usage [24].
Commercial Veavers: The last group to be described in this section also
forms the largest and the most complex, namely, the commercial weavers.
It is known from surviving papyri that the commercial production of
textiles during the Ptolemaic and Roman periods was carried out
throughout Egypt and that it was not solely restricted to large
commercial centres such as Alexandria. But what is not clear is the
exact structure of the commercial textile industry at any one time or
indeed throughout the whole of the Roman period. Various scholars have
written about the structure and organisation of the commercial weavers,
and one point which is clear is that although a gemeral picture of their
role can be presented, very few specific details are actually available
[25].

Despite this situation, 1t is still possible to identify several
different groups of commercial weavers and also the range of goods which
they may have produced. For example, the existence of itinerant weavers
is suggested in a papyrus from Oxyrynchus (P. Oxy. 736; c. A.D. 1). The

text is basically a series of household accounts, but reference is made



to the costs incurred in giving a weaver breakfast (one obol); plus omne
obol's worth of beer when he had finished his job, which, according to
the late American economist A. C. Johnson, was probably the making of a
cloak (Johnson, 1936, 321)

A more prosperous weaver is indicated in another papyrus, in which
the lease on two thirds of a house was acquired by (Aurelius?) Soter of
Heracleopolis from Aurelius Callinious (SPP XX53; A.D. 246). The lease
specified that he would be working three webs or looms, but if he wanted
to make garments for his own use he was allowed to set up a fourth web or
loom. The document would suggest that Soter was a free-lance weaver of
some form, who was sufficiently wealthy to have his own looms or to
control at least three looms, and to lease a house in which to weave.
The restriction excercised on the number of looms that Soter was allowed
to set up also -illustrates an important factor in the 1ife of a Graeco-
Roman period weaver in Egypt, naﬁely, the influence of state control {26],

Most weavers seem to have belonged to ‘'guilds' which were
responsible to the state for the number of looms which were in operation
within a locality and for the minimum amount of cloth that individual
weavers had to produce [27}. These controls were partially decigned to
prevent the illegal production of cloth and thus the ensuing loss of
revenue to the treasury, and secondly to make sure that the requisites of
the army were met [281. It would appear that each province or nome had to
provide the army with an annual quota of clothing, which was either used
by the Egyptian garrison or as suggested by the above quotation, by
soldiers garrisoned in other areas of the Roman Empire [29]. According
to J. P. Vild, the amount of cloth which the weavers had to provide was

dependent upon the number of iuga or land unite within an area, plus the




capita or units of personnel and stock (Wild, 1967a, 655). buring the
fourth century A.D. the quota in Egypt was set at 1 vestis per 30 Ifuga
(Cod. Th. VII, 6, 3; A.D. 377). A vestis or set of clothing was
comprised of five cloaks,. s;x shirts and half a pallium (blanket?; Wild,
1967a, 65%).

In order to ascertain that the guilds were actually fulfilling their
'duties', they were subject to the power of a master of the looms
(Johnson, 1936, 255). He was authorised to license, or deny licenses to,
weavérs wishing to set up looms, and to issue requisite orders to the
guilds for providing the clothing, etc. for the Roman army and the
various taxes upon the weaving trade (Vallace, 1938, 193, 199). He in
turn had to hand the clothes over to receivers (collatores, exceptores
vestium) who were appointed By the staté (Vild, 1967a, 655). MacMullen,
in a more prosaic manner, described the situation as follows: TSN By
presenting the municipal authorities an order for army equipment, and by
leaving those harassed officials to dump the problem on local artisan
guilds, the Roman army procured for itself just about any product that 1t
neeaed“ (MacMullen, 1958, 189%).

It is clear from various contemporary documents that a distinction
was made between the weavers of wool and flax [{30)]. Sometimes, however,
it is not clear whether the terms used represent differgnt goods from the
cities named or, as would ceem more likely, that they were produced in a
number of towns but were named after one particular place wbich had
beche especially famous for its production. For example P. Oxy. 3201
(third century A.D.), refers to Dalmatian robes and vests, as well as a

linen shirt of Tarsian weave.



A mpndern analogy to this situation would seem to be the Eﬁglish use
of the term "damask" for a specific type of weave or cloth, which derives
its name from the Syrian city of Damascus. Another example is the Dutch
term manchester for thick cordoury material. It would also seem,
however, that specific towns in Egypt were famous for the production of
certain types of cloth, for example, the first century A.D. sea trading
manual, The Periplus of the Erythraean Sea, refers to Arsinoitic robes as
well as dresses and dyed cloaks, i.e. objects from the Egyptian city of
Arsinoé'(Periplus, 6, 8).

A distinction was also made in both the appellation of weavers
(male, female, free or slave), and the goods that they produced. For
example, there are specific references to Tarsian weavers (tarsikarioi’,
Tarsian yarn, and a Tarsian weaver's loom [31].

The points made above would also suggest that a considerable
differencelwas made by the weavers themselves as to what type of cloth
they wove. Perhaps another analogy can be seen in a description given in
a nineteenth century book on travels iﬁ ¥orthwestern India by J. Wood in
the 1830's:

"Bhawulpir [in the Punjab region of modern Pakistanl
enjoys a well merited reputation for the various silk
articles which are here fabricated. The texture is generally
formed of silk and cotton and the cloth is justly admired for
the beauty of its patterns, the lustre of its colours .....

Ve examined three establishments, having in all thirty looms,

not one of which was without its web. Each weaver Iis

restricted to a single pattern, to which from early youth he
has been habituated" (Wood, 1872, 3%9).

It would appear from the various discussions given abave that the
commercial production of textiles in Egypt was both a complex and a

highly etructured industry, which can be viewed from numerous different



aspects. One point which does become clear is that a sharp diQision was
made between the weavers of various types of cloth and that it was
considered normal for one weaver to produce a clearly defined type or
range of cloth.

Another point which is indicated by the above discussions is that
the so-called Egyptian textile monopoly did not really exist 1in the
modern sense of the word. The control and gathering of revenue generated
by the production of textiles appears to have been _of paramount
importance to the state, but there would seem to be no indication that
the state deliberately restricted the production of certain types of
cloth in private or commercial workshops in favour of the cloth wiichwag
produced in state controlled workshops. Instead, there seems to have been
a strict state control on the minimal amount of goods produced so that

the state did not lose revenue, etc.

7.3. Some Comments Concerning the Production of Compound Veave Textiles
in Vool within Egypt

The subjects covered in this section vary considerably. Firstly,
there 1S a discussion concerning the history of wool compound weave
textiles in Egypt based on examples which have come from archaeologicai
sites in that country. Secondly, there is a discussion about who may
have made the compound weave textiles, how the textiles may have been
commissioned, and finally, what was the market position held by the
Egyptian wool compound weave textiles. All of these points are frought
with a number of difficulties due to a lack of detailed information
concerning the role of weavers and the question how cloth was marketed in

Roman Egypt. WNevertheless, some concept of the eituation can be gained.




7.3.1. Egyptian Compound Veave Textiles in Vool

The following discussion about the history and development of
compound weave textiles in Egypt concentrates on several aspects,
namely, the archaeological gvidence for the spread and distribution of
compound weave textiles in wool, and the problems relating to this
evidence.

As noted previously, thé earliest known wool compound weave textiles
in Egypt come from thé Middle Egyptian site of Antino& [32]. So far,
seven wool compound weave textiles were found during excavatiomns at this
site, three during the Gayet excavations of 1896-97 and four from the de
Johnson excavations of 1913/14 [33]1. The latter four examples, however,
have to be discounted because de Johnson published no detailed
information concerning “the rubbish from the city", nor does the Egypt
Exploration Society for whom he was working have any files relating to
these wool compound weave textiles or any information concerning why they
were sent to various museums in England, Belgium and America [341.

Unfortunately, there are also a number of problems concerning the
wool compound weave textiles which came from the A. J. Gayet excavations.
As a result, yarioﬁs contraversies have arisen concerning the date which
should be attributed to them. For example, M. Th. Picard-Schmitter dated
the textiles to n6 later than the first century A.D., while D. King
regarded them as being no later than the third century in date (351, On
the other hand, M. S. Dimand has given them a third to fourth century
A.D., a point upon which J. P. Vild and I are in agreement [(36].

These dating problems stem from the fact that although it is known
that these textiles were excavated during the 1896/7 seasons, they were

somewhat ambiguously published. Fuller details concerning this problem




have already been given in Chapter 2, but they can be summariséd here as
follows. According to Gayet, the textiles were found under the head of a
masked’mummy which was found in the Roman Necropolis B (Gayet, 1897, 60).
The mask may be identified with either the "Sabine mask" or the "brown
mask" (Gayet, 1897, 60). In Guimet's account of the textiles, however,
the caption to Plate III, in which the relevant textiles are illustrated,
reads: "Coussins placés sous les tétes des Dames Romaines", implying
that +the textiles came from several burials, and can be identified with
both the Sabine and brown mask burials (Guimet, 1912, 4). The masks were
regarded by Guimet as belonging to the period when the new city of
Antindé was founded, namely in A.D. 130. A German scholar called G.
Grimm, who was working on the subject of Egyptian mummy was in favour of
a mid-sececand century date (Grimm, 1974, 67-8). According to K. Parlasca,
however, a German scholar working on this subject, the Sabine mask should
be given a slightly later date (Parlasca, 1966, 129). Interestingly, the
production of mummy masks appears to have continued in Egypt until the
end of the pagan era (circa mid-fourth century A.D.), so the date of
these masks, in theory, could be as late as the fourth century (Zaloscer,
1061, 48ff.). It should be noted, however, that there is no evidence to
suggest as Picard-Schmitter did, namely, that they could be of a first
century A.D., or even earlier date.

The opinions expressed above by Gayet and Guimet form the basis for
the second century date given to the introduction of compound weave
textiles into Egypt by such scholars as King, etc. (371. It is possible,
however, that these dates do not take into account certain other points,
notably, the age of the masks before they were used? Were they made from

a standard and well used mask mould, thus reflecting an older style of



mask? Or the question how long the mummy had been stored in the family
home before it was buried [381. Thus, while it remains possible that the
masks or masks may have been mid-second century A.D. in date, the idea
that these compound textiles could have been somewhat younger should also
be taken into consideration.

A third century date for the Antinoé compound weave textiles would
also agree with a number of other factors. Firstly, no compound weave
textiles have been satisfactorily identified from amongst the early Roman
textiles from recent excavations in Egypt and Nubia, for example, at
Quseir al-Qadim (first to second centuries A.D.), and Qasr Ibrim
(Meroitic levels), or among those pieces from the comparably dated
textiles from the Cave of Treasures in Israel and the At-Tar Caves in
Iraq [39]. In addition none of the compound weave textiles found in
Egypt can be satisfactorily given a pre-third century date. Indeed, most
of them appear to belong to the fourth century or later (this point will
be returned to 1later). Secondaly, the discovery of silk warp-faced
compound weave textiles from China at Dura Europos (destroyed in A.D.
266); Palmyra (destroyed in A.D. 273) and Halabiyeh (founded during the
third century A.D.), point to late second, but more feasibly, a third
century introduction for this type of cloth in the West [401. Taken
together, these points make it seem unlikely that the production of
elaboréte wool compound weave textiles in the Vest could have commenced
as early as the beginning of the second century A.D.

In addition to indicating a third century date for the Antinog

-compound weave textiles, the abové points would also suggest that clues
to the early development of the weft-faced compound weave should be

sought for outside of Egypt. One of the first people to put forward this




idea was the French textile historian R. Pfister. He suggested that the
compound weave textiles found at Antinoé were of an Iranian origin
(Pfister, 10648, 48-75). His suggestion for this origin was based on
various points, firstly, that weft-faced compound tabby weaves were an
alien form for Egypt; secondly, the spin direction of the textiles was
'z' as opposed to the more normal s-spun form found in Egypt; thirdly,
the design of the textiles from Antino& could be compared with designs
found on other objects which have been given Iranian provenances [41].

These comments, however, can only be justified if it can be shown
that the Iranians had a textile industry during the second and third
centuries A.D. which was actually capable of producing compound weave
textiles, and that nobody else at that time or in that region of the
“known world" actually possessed a comparable textile industry.

Unfortunately, as noted in the previous chapter, few textiles have

actually survived from the Iranian region which date from the period in
qdestion. Nor have written records survived which would confirm, or
exclude,  such a possibility. Certain textile designs depicted on
surviving late Parthian (circg first to seéond centuries A.D.) rock
Cérvings;-sculptures, etc., would suggest that the Parthians at this time
we}e capable of producing elaborate and decorative textiles ([42].
Nevertheiess, the exact nafure of these textiles is unknown, so it could
equally be suggested that they were either embroidered or tapestry woven
(431, |

The only large group of textiles to be found within the area comes
from the Iraqi site of At-Tar and it is clear that these pieces have
strong Western links [44]. It should also be noted that a number of

these pieces are tapestry woven, for example, several fragments of a fish




tapestry similar to that found at Antinog& by Gayet [45]. In addition,
the At-Tar textiles have been dated from the second century B.C. to the
third century A.D. (Sakamoto, 1688, 4-5). If it is presumed that these
textiles are representative ‘for the contemporary range of cloth availabe
in thie area around At-Tar, then it implies that the compound weave
textiles were not being produced in the western Iranian lands at the time
in question. Nev.ertheless, due to the lack of any other textile
evidence from the region, this must be regarded as being a far from
satisfactory conclusion,

In respect to another point made by Pfister concerning the spin
direction of the Antinoé compound weave textiles in comparison with
Iranian textiles, it should be noted that the At-Tar finds included
textiles woven from ‘'s/s', ‘z/z' as well as s/z-spun yarns (46]1. Again,
this leaves open the question of whether s-spun equals Egyptian, z-spun
equals elsewhere. In addition, the fish tapestry mentioned above which
was found at Antino& also contains s and z-spun yarns, thus once again
disproving Pfister's suggestion (Jospin and Vial, 1983, 27). J. Beckwith
noted in respect to Pfister‘s fascination with the spin of threads, that:

“..... his apparently neat theory landed him soon emnough

into difficulties and contradictions. A great many textiles

found at Dura and at Palmyra - as well as those found in

Egypt — contain fibres spun in both right and left directions

... In textiles where the direction of the spinning is
uniform, Pfister's theories are sometimes more acceptable,

though his views on left-spun cotton led to an impasse which
cannot be faced without irony" (Beckwith, 1057, 4).

As a result of these points, it would seem reasonable to treat this

aspect of Pfister's 'evidence' with a degree of caution.




Returning to the compound weave textiles found by Gayet a£ Antinog,
it would appear feasible to suggest that they were neither Egyptian nor
Iranian in origin. Thus it is necessary to put forward some suggestions
concerning where they may have come from. It would seem reasonable to
assume that it was a place which had strong direct or indirect contacts
with the East; as can be shown by the fact that the warp-faced compound
weave originated in China and may have been 'converted' to a weft-faced
form in Eastern Turkestan (see Chapter 4). This also leads onto the idea
that some form of trade contact must have existed within this 'unknown'
western area in order that a number of Eastern compound weave textiles
could have been seen in order to copy and adapt the weave to more western
textile techniques and technology.

Secondly, 1if the point made by Pfister is accepted, namely that the
designs associatated with the Antino& compound weave textiles are not
Egyptian in origin, but come from further eastwards and may have been
Iranian in derivation, as would seem possiple, then it would seem
necessary to seek a region influenced by the Iranians over a long period
of time [47]. Such an influence must also have extended to cultural and
artistic concepts. Thirdly, it would seem likely that the area in
question had a textile industry which was capable of producing both
complex and decorative textiles, and that there was a sufficiently large
market for these textiles. Fourthly, and finally, it was an area which
had strong contacts with the Vest, both in respect to trade and culture.
Hence, the fact that a number of compound weave textiles could be found
in Egypt and in particular at the 'Greek' city of Antinog.

All of these details point at the Eastern Mediterranean region of

Syria or, slightly further inland, to Roman influenced Mesopotamia. It



can be shown,‘for example, by the silk warp-faced compound weave textiles
found at Palmyra and Dura Europos that these areas had strong trade
contacts with China and Eastern Turkestan. Other textile finds from
these two cities indicate that there was a population rich enough to
support such a textile trade, as well as one which appears to have used
decorative textiles [48). These points can be confirmed by contemporary
accounts of the production, marketing and use of textiles in these
regions. For example, the Phoenician and Syrian dye industry had long

been famous [49]. Roman descriptions of this region, for example, refer

to the highly prized flax and wool textiles [50]. In addition to these

sources, there are also more prosaic forms such as tax receipts and

tariff charges which refer to textiles [51].

Many of these cities and towns in Syria and Mesopotamia were also
originally established by Greek colonies and had long been under the
influence of Hellenism ([52]. It is not surprising, therefore, that
these places had close trade and cultural contacts with lands further to
the west. Such cultural links are expressed quite succinctly by the
Greek style of costume worn by many of the figures in extant sculptures,
tomb reliefs, etc., from Palmyra [53}. At the same time contacts with
Parthian, Arabian and Armenian peoples are indicated by the names found
on tomb reliefs from the regions [54]. Such 1links, however, are not
surprising as a npumber of cities, including Palmyra, were occupied at
Qarious times by the Parthians and Sasanians, and that Aramaic plus Greek
were the official languages of this region [55].

As a result of these points, it would seem reasonable to suggest
that the Antinod wool compound weave textiles may have originated in

Syria/Mesopotiamia rather than in Greater Iran and that they were third



century A.D. in date. In addition it would seem likely thaf it was a
city (or perhaps cities) where the production of elaborate cloth was
regarded as a normal part of the textile industry. In this context,
cities such as Palmyra and Dura Europos should be regarded as feasible,
if not excellent candidates for this distinction. But it should also be
borne in mind that there were many other cities in Mesopotamia and Syria
which could equally claim this title, for example, Damascus or Antioch.
Nevertheless, as yet, fhere is no archtaeological evidence to support such
claims.

The above discussion, however, does not really help to explain how
compound weave textiles came to Egypt, or when the Egyptians first
started to weave their own wool compound weave textiles. In order to
examine these points it is necessary to return once again to the French
excavations at Antinoé.

During the course of his later excavations at Antino&, Gayet found a
number of objects which would suggest that there had been strong links
between the city and the Syrian/Mesopotamian regions. During a lecture
he delivered in Paris in 1900, Gayet appears to have been particularly
taken by a mummy of a woman found during his fourth excavation season
(1898-99; Gayet, 1901, 78). According to Gayet the mummy mask had a hair
style reminiscent of that worn by the Empress Sabine, wife of Hadrian
[56]. Several points'were stressed by Gayet, firstly that there was a
costume in the tomb which was in red wool with yellow embroidery, but
that this costume was "gréco-asiatique” i.e. Syrian Mesopotamian rather
than in a traditional, Vestern or Byzantine style:

"Mais, détail qui a wune particuliére importance, 1le

vétements qui se drape aux épaules de la défunte n'est point
la robe a larges manches que montrent 1les peintures



byzantines, mais bien 1le long shile de toile blanche, a

mémaillons violét, enfermont des rinceaux et des entrelacs

géométriques, et encadré de motifs & pendentifs lancéoles

..... Quoi qu'il en soit, cette opposites, sur la méme toile,

du costume classique et du costume gréco-asiatique classe

cette sépulture comme contemporaine de 1la fondation

hadrienne, et témoigne que le part des deux costumes se

trouvait étre simultané" (Gayet, 1901, 78).
In addition to the mummy described above, Gayet also referred to a second
burial he bhad found of a woman called Euphemiadn, who had embroidery
equipment in her tomb. These objects included needles, spindles with
wool, weaving combs and possible a shuttle (aiguilles employées a écarter
les fils de la trame). According to Gayet the burial also contained
covers of wool and silk [57]1. Once again there were embroidered garments
in the tomb which Gayef speculated had been embroidered by her own hand
(Gayet, 1901, 80). On the feet of the body were the sandles and on the
base of these sandles there were inscriptions written, according to
Gayet, in Greek but in an Asia M¥inor style: "La forme de 1'¥ est celle
qu'on retrouve en Asie Mineure de 1l'an 150 4 1'an 200 de notre ére; 1'Y
traversé d'un trait horizontal ¥ (Gayet, 1901, 80). The burial was
given a third century date by Gayet (ibid.).

If the information given by Gayet is correct, then it would suggest
that the first burial was that of a woman of Syrian/Mesopotamian origin,
and that the second burial indicates cultural and trade links between
Antinog with this region. As the two burials have been given ‘dates from
the mid-second century (shortly following the date when Antinog was
founded), and the third century respectively, it would suggest that those

‘links' could be dated to the crucial period for the introduction of the

compound weave textiles in Egypt.




Another point which is raised by these and other Antinoé finds is
the concept that there was a large and wealthy population "gréco-
asiatique" living in Antino&, which may have contained to live there for
as long as four hundred years. The idea is supported by a number of
finds in addition to those mentioned above. For example, at least six
eastern style riding cloaks, as well as trousers were found at Antino& by
Gayet [581, These have been given sixth/seventh century dates by a
number of scholars bésed on the appearance of the garments and the
compound weave silk (twill weave) bands which had been used for the
decorative edges of the garments [56].

It should be noted, however, that the above idea has been argued
about by numerous scholars and as yet no safisfactory conclusions appear
to have been reached [601. But it would seem to be one which should be
considered, especially in respect to the history and development of silk
and wool compound weave textiles in Egypt.

Other more tenuous links between Egypt and the Mesopotomian/Syrian
regions can also be indicated, for example, the invasion of Queen Zenobia
of Palmyra in A.D. 271-2. The rule of this queen in Egypt lasted several
years and it is reputed that she brought with her an army of
approxiﬁately 70,000 men, in addition, no doubt, to her own personal
retinue (Parker, 1958, 170). It is feasible that compound weave textiles
were included amongst the baggage of the retinue, army, etc. Another
possibility which has to be considered is that when Dura-Europos and
Palmyra were cacked by the Sasanians, 'refugees' from these cities came
to Egypt, and eventually settled in the ‘'Greek' city of Antinog, and thus

wool compound weave textiles came to Egypt and in particular Antinoé.

Nevertheless, although these points remain possibilities, 1t should be




stressed that I have found no direct evidence to prove that these were

essential links in the introduction of compound weaves into Egypt.

7.3.2. Distribution and Date of Vool Compound Veave Textiles from
Various Egyptian and Hubian Excavations

In addition to the wool compound weave textiles from Antinocé a

number of other wool examples have been found at various Egyptian sites
Neues oo

(see Chapter 2). ®But all of these pieces appear to be of a later date.

Curiously, these textiles employ a totally different range of designs to

those found by Gayet at Antinos, although they are similar to those found

by de Johnson. It is possible, therefore, that the latter examples

represent the Egyptian versions of this 'new' type of weave.

One of the earliest examples amongst these archaeological finds are
the two fragments of a wool compound weave textile found at the Middle
Egyptian site of Armant [61). It has a repeating design of squares and
rectangles in dark blue and natural. According to the excavators, D.
Myers and H. V. Fairman, the fragments came from the main Graeco-Roman
necropolis (Myers and Fairman, 1931, 224). . The actual date of the
burial, however, 1is in doubt because (a) few details were given about
the cemetery and its contents and (b) the two graves where these textiles
were found had been disturbed in antiquity (Myers and Fairman, 1931,
223). It would seem feasible, however, to suggest that they were late
Roman or Byzantine in date, i.e. of a fourth century or slightly later
date.

The next group of compound weave textiles are more securely dated.
They come from the town of Karanis in the Fayoum. According to the

various excavators of the site the settlement had been abandoned by the




. mid-fifth century A.D {62]. Nevertheless, once more a number of problems
exist in respect to the reliability of the published information
concerning the site in general, and specific objects. The information
provided in Tables 10-11, can be attached to their discovery.

The designs associated with this group of textiles vary quite
cénsiderably. Geometric forms are represented by several pleces, for
example, Kelsey 13704 <151> included three fragments which had the
remains of a squares énd rectangle design woven in blue and natural
wool. There is also a similar, but not identical, design to Kelsey 13705
in blue and natural wool separated by stripes in alternating rows of red
and natural (Bolton 19.30.96 <31>). Slightly more complex designs are
represented by several pieces, for example, Bolton 19.30.265 <32> has
alternating rows of rosettes and double circles enclosed within a trellis
work design; it was worked in blue and natural wool. Kelsey 12789 <1495
has rows of squares in alternating blue and red wool with red wool
warps. Kelsey 13950 <152> has traces of two connecting octagons with a
large rosette set into the interstices. It was worked in red and natural
yellow wool. Finally, Kelsey 94505 <153> has the remains of a hexagon
(?) set within a pearl border with traces of two broad lines on either
side of the border. The textile was woven in red and natural wool.

In addition to the above mentioned examples there are two other
Karanis compouna weave textiles which have somewhat indistinct designs.
The first was worked in blue and natural wool and has traces of three
bands in blue wool (Kelsey 13326 <150>). The second piece may have a
~aesign of birds within circles or octagons. It was worked in blue and

natural wool (Bolton 19.30.55 <30>).




A similar fourth to mid-fifth century date range as régards the
Karanis compound weave can also be attributed to several fragments of a
wool compound weave textile which was found in two graves at the Nubian
site of Qustul ([631]. One group of these fragments was found in a
Meroitic(?) tomb burial. If the Meroitic identification is correct then
a third to fifth century date would seem to be reasonable (see Chapter
2).

Fear Qustul there:is another site called Gebel Adda where another
weft-faced compound weave textile was found {641. Unfortunately, the
relevant site records for this textile were lost and apart from being
able to state that the textile came from Tomb 75, Cemetery IV-8 (-B), no
further information can be presented. As Gebel Adda was occupied from
about A.D. 200 to the late eighteenth century, it means that this piece
has to be 1labelled as archaeological undatable. Nevertheless, a
fourth/fifth century A.D. date may be suggested on the basis of a
comparison between the structure and appearance of this piece with other
compound weave textiles, namely, from Karanis and Qasr Ibrim. It should
be stressed, however, that there is no direct, archaeological evidence
for this date.

The penultimate group of compound weave textiles in wool to be
described 1in this section are the examples from Qasr Ibrim [65]1. These
form the largest group of wool compound weave textiles from any
excavation in Egypt or Nubia. The range of designs assoclated with these
compound weave textiles is also of interest, as the patterns vary from
very simple forms with alternating blue and red squares (80T/23 <55>) to
complex designs of stylised vine leaves (747T/221 <50»). There is also

one textile which has a series of lions facing in various directions




(78T/300 <52>). In general, however, the patterns associated with these
textiles consist of a trellis-work outline enclosing a geometric pattern
of some kind.

Once again however, there are a nﬁmber of problems concerning dating
sequences as several of the textiles were found in the spoil heaps from
earlier work at the site. Nevertheless, the range of dates suggested for
these pieces is of considerable interest, because one of the few compound
weave textiles which can be dated with a degree of accuracy was also
found at this site. The piece in question has been given a terminus amte
quem date of the mid-seventh century because the name of Allah has been
woven into a band (80T/23 <55>). This piece also belongs to a larger
group of textiles from Qasr Ibrim [66]. All of these pieces are
markedly different from the other wool compound weave textiles found at
the site, and can be characterised by their wool type (Hairy, Hairy-
Medium), spin (s-spun) and weave. A@though in respect to the last point
the decoration of the 'Allah' textile is in a compound tabby weave, but
the ground weave is a 2/2 twill. The fact, however, that the ground
weave constitutes the dominant area of the cloth also makes it different
from the ‘normal compound weave textiles found at this site. It could,
however, be compared in style and construc?ion with the compound weave
example found at Shahr-i Qumis in Iran, although the ground in this case
is woven in A tabby weave [67].

In addition to the 'Allah' textile mentioned above, there are three
other compound weave examples from Egypt which can be given Islamic
dates. These zilu pleces were féund in eleventh and twelfth to
fourteenth century layers at Fustat and Quseir al-Qadim, respectively

[5€¢1. It would appear that the Fustat and Quseir al-Qadim compound weave




textiles belong to Iranian rather than Egyptian textile traditions (see
Chapter & ). The point is strengthened by the fact that the Allah
téxtile was woven with z-spun thread and using cotton with wool.

The above points would. suggest that the Allah textile and the =zilu
fragments from Quseir al-Qadim and Fustat belong to a different textile
tradition than the compound weave textiles from Egyptian and Nubian sites
such as Karanis, Qau el-Kebir and Gebel Adda. Itfayﬁld seem likely that
this tradition was Iranian in inspiration, although it is not necessary

that they actually came from Iran.

7.3.3. The Production of Compound Veave Textiles in Egypt

It has been suggested by the late Danish weaver J. Becker that a
number of the compound weave textiles found in Egypt were woven in
private houses: "Certainly these woollen fabrics [weft-faced compound
tabby weavel were prodcued as homecraft and intended for some practical
use in the household" (Becker, 1987, 89). From the information given
previously 1in this chapterfoncerning the structure of the textile
industry plus the distribution of wool compound weave cloth throughout
Egypt and Nubia, I am of the view that it is unlikely that compound weave
textiles were being made in either private, or indeed in temple
workshops. Further, it would thus seem reasonable to suggest that they
were being produced in either the state or commercial workshops. As I
hope to show in another chapter, the production of silk compound weave
textiles is known to have occurred in various Imperial Byzantine
gynaecea. There 1is, however, no evidence to suggest that the wool
compound weave textiles found in Egypt, such as those from Karanis and

Armant, were also made in state ateliers. The point 1is further




strengthened by the fact that many of the wool compound weavé exanmples
were found in domestic settings and humble graves, as opposed to the
tombs of saints and church reliquaries where most of the compound weave
silks were discavered. Thus it would seem likely that Egyptian wool

compound weave textiles were the product of commercial workshops.

7.3.4. Vhere Vere the Roman and Byzantine Egyptian Vool Compound Weave
Textiles Made?

It is possible to use a vude range of sources when studying the
problem'of where the 'Egyptian' wool compound weave textiles may have
been made. These include, for example, literary comments, papyri, modern
comments and opinions, etc. In addition, relevant information can also be
gained by examining the pileces themselves, and it is this aspect which
will be discussed here. Before ;oaking at this information, however,
it is necessary to be aware of several points. Firstly, the quality and
range of designs associated with these textiles are so varied that it
would seem highly'unlikely that they were the product of one weaver or
warkshop, Secondly, the compound weave finds from known sites
should not be regarded in isoclation. Instead, they represent goods which
had been transported all over Egypt. As a result, therefore, the
surviving pieces may only represent the 'tip of the iceberg' with respect
to the number of wool compound weave textiles which were actually
produced. The point is supported by the number of compound weave textiles
in wool now in various museums throughout the world.

Thirdly, and perhaps of greater significance, it should be noted
that the compound weave textiles from the various archaeological sites in

Egypt, excluding the Fustat and Quseir al-Qadim examples which are




Medieval Islamic in date, represent a time span of at least fo;r hundred
years (from the proposed date of the Antinoé examples to the Qasr Ibrim
Allah textile). So again it would seem highly unlikely that either ome
single workshop had been producing these textiles or even that they had
been produced in one place.

It can be easily seen in the catalogue, the drawings, and various
entries in Chapter 2, that the wool compound weave textiles found in
Egypt vary quite considerably both in their appearance and structure. By
looking at certain technical points, namely, spin and weave, 1t is
possible to identify certain characteristics. In their turm, these may
represent the means for identifying different 'workshops' or 'schools' of
weaving. The range of designs associated with these textiles has not
been chosen as a primary factor, because pattern can all too easily be
influenced by economic demands and the whims of fashion, or the ideas of
customers and weaveq? Spin and weave, however, appear to be more
consistent and therefore more suitable for this purpose.

For example, in Table 15 information has been given concerning the
spin and weave forms for the compound weave textiles from Karanis. By
themselves the spin and weave information would suggest that the Karanis
textiles came from three or four different workshops, depending on
whether spin or weave is taken as the main criterion. If, however, both
sets of information are incorporated, then it would suggest that seven
different workshops were involved, but that Bolton 19.30.55 <80> and
Kelsey 13950 <152> had been made at the same workshop. Curiously, the
Bolton textile has an indistinct design of birds within connecting
circles or octagons, while the Kelsey example has the remains of a

connecting octagon design. It is possible, therefore, +that these were




Table 15
Spin and weave forms associated with the wool compound weave textiles

from Karanis.

Spin Forms:

(1) s/s «(2) s/z (3 z/z &) §,2z/z
Kelsey 12798 Bolton 19.30.265 Bolton 19.830.55 Kelsey 94505
Kelsey 13326 Bolton 19.30.95

Kelsey 13959

Veave Forms:

(1) 1a 2 1 — 3 2b —>
Bolton 19.30.265 Kelsey 12798 Kelsey 13326
Bolton 19.30.55 Kelsey 13704

Bolton 19.30.95
Kelsey 13959

Kelsey 04505



from the same source, but at present this point must be régarded as
'unproven'.

In Tables 16 and 17 the approach described above has been extended
to the other wool compound weave textiles found in Egypt (excluding the
Medieval examples from Fustat and Quseir al-Qadim). It would appear from
these tables that certain trends can be discerned, for example, the
majority of the textiles have been made from s-spun yarn and woven in a
compound tabby type la weave (11 examples). Next, however, come the z-
spun yarns in compound tabby weave type la (9 examples), followed by s/s-
.spun, 2a compound tabby weave (4 examples), s/s-spun 2D compound tabby
weave (3 examples), s/s-spun, 1b compound tabby weave (1 example) and
finally S,2z/z-spun, 1la compound tabby weave (1 example). If the spin

and weave results are combined ther the results are as follows:

Spin Veave Ko. of examples
s/s la 11
z/z la 12
s/s 2a 4
s/s 2b 4
s/s 1b 3
S,2z/z la 2

s/z la 1



Table 16

Spin and weave forms of the wool compound weave textiles found in Egypt

from the Roman/Byzantine periods based on the data provided in Table i5

Spin Veave
1 2 3 4 5 6 7
s/s s/z zl/z 5,2z/z la 1b 2b

Bolton 19.30.265 - X - - X - -
Kelsey 12798 X - - - | - X -
Kelsey 13326 x - - - - - x
¥Bolton 19.30.55 - - x - X - -
Bolton 10.30.95 x - - - - x -
Kelsey 13704 X - - - X - -
*Kelsey 13959 - - X - X - -

Kelsey 94505 - - - p.d X - -




It is also clear from the information given previously ;oncerning
the Qasr Ibrim 'Allah' textile that these form a distinct group, because
the decorative band is in compound tabby weave while the ground weave is
a type of 2/2 twill. This means that the z/z la section can be further
sub—divided into two (Qasr Ibrim z/z la is made up of four examples).

From this information it would appear that the compound weave
textiles from Egypt came from at least eight, possibly more, sources (z/z
la being sub-divided into twoa).

These résults, however, also create a problem in respect to the
Antinoé textiles. The compound weave textiles found by Gayet are all z-
spun, tabby type la textiles, but de Johnson also found three s/s-spin la
compound weave pieces, plus one s/s-spun, 2a compound tabby weave
textile. If they are all of the same date, does this mean that a second
form of cloth was also being produced in Syria/Mesopotamia, the region
proposed previously for the origin of the compound weave textiles found
by Gayet? Or do the examples found by de Johnson represent slightly
later Egyptian versions of the ‘new' weave form? The latter idea could
also be used to imply that compound weave cloth was also being produced
in Antinoé.

Unfortunately, due to the lack of records concerning the de Johnson
excavations it is now imposéible even to say where these textiles came
from at the site, let alone whether théy were from the same region as the
examples found by Gayet, or even whether they are of the same date. As a
resuit, therefore, I feel one of two courses can be taken with the pieces
found by de Johnson, either they can be ignored and regarded as
‘unprovenanced', or their appearance and structure can be compared with

compound weave textiles from other sites in Egypt, and thus given a later




Table 17

Spin and weave forms associated with Roman/Byzantine period compound

weave textiles in wool from archaeological sites in Egypt

Antinoé

MG 1.116 <188>

MG 1.117 <191>

MG 1.118 (186>

Lyons 24/569/9 <190>
Br'lyn 15.447 <258>
Brussels 2494 <85

VA T.167.1914 <80>
VA T.168.1914 <81>

Armant
Bolton 62.31.3, 4
<33, 34>

Qau el-Kebir
VA T.239.1923
84>

Qasr Ibrim

64T/132 <41>
72T/45 <425
727T/182 <43>
74T/8 <44>
74T/15 <45>
74T/41 <46>
74T/42 <4
74T/43 <48>
74T/221 <49
74T/368 <{50>
78T/300 <51>
78T/342 <52>
78T/475 <53>
80T/23 <54>
B0T/103 <55
80T/104 <56>
84T/28 <57>

Gebel Adda
ROM T.75 <9

Qustul
Chicago 33/83
<165, 166>
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date. Of the two courses the latter seems to be more ;cceptable,
although perhaps not quite so objective.

It should also be recognised that there aré a number of inherent
*dangers' or unknown factors which should be taken into account when
interpreting the data given in Tables 15-17. It is feasible, for example,
that a weaver acquired some spun wool from a 'new' source, perhaps due to
the death of someone, and that the woaol from this new source was z-spun
as apposed to the normal s-spun form. Similarly, someone may have had
wool spun at home and then have iétaken to the ‘'local compound cloth
weaver' in order to have the cloth woven for them. If this was the normal
practice then it would seem reasonable to suggest that a variety of spin
types could be found amongst one group of compound weave textiles.

The information provided above in Tables 16-17 also introduces the
question'as to the ;?gggwhf these so-called workshops? The American
textile historian L. Wilson was of the opinion that the compound weave
textiles found at the Egyptian site of Karanis, must have been foreign in
Drigin because (a) they were skillfully woven and showed no evidence of
experimentation and (b becéuse so few examples of compound weave cloth
have been found at the site [69]. Wilson, however, gave no indication as
to whether she meant that they were simply not woven in Karanis, or
whether she thought they came from another country. She seems to imply
that the latter rather than the former was the case, i.e. that they were
not Egyptian in manufacture. C. J. Lamm and R. J. Charleston were also
of the opinion that the Karanis compound weave textiles were foreign, but
only in the respect that they were not made at Karanis (Lamm and

Charleston, 1039, 193, 109). It was suggested that some may have been

made in Egypt (Lamm and Charleston, 1939, 199). In addition Lamm and




-Charleston wrote: "But it must be recognised that it is no£, in the
actual state of our knowledge, possible to drawn [sicl a sharp line
between polymita textiles made in Egypt and those imported from abroad"
(Lamm and Charleston, 1939, 1989).

A number of scholars have put forward the idea that Alexandria was
the centre for the production of compound weave textiles in Egypt (both
silk and wool forms) [70]., Various reasons have been suggested for this
attribution, notably, that Alexandria had a long established textile
industry; hence the comments made by Caracalla quoted at the beginning of
this chapter. Another important factor was the wealth of Alexandria.
It had been the capital of Egypt since the traditional foundation date of
the city by Alexander on April 7th, 331 BﬂC., and it was Dboth the

lfinancial and cultural centre of the land [71].

As noted above, it has been suggested by several modern authors
that wooi compound weave textiles of the type described in this thesis
could have been made in Alexandria. One of the reasons given for this
identification is based on the use of the Greek (Latin) term moiuuiros
(polymitus) by Pliny in respect to a type of cloth produced in Alexandria
(Pliny, NH VIII.196):

“plurinius vero liciis texereguae
polymita vocant Alexandria instituit"
| Another Latin author who 1is frequently quoted in this context is
Martial (Marcus Valerius Martialis; ca. A.D. 40-104). He referred to the
' pro&uction of polymita in the terms of the slay (the reed on a loom) of
Alexandria surpassing the needle of Babylon:

“Cubicularia Polymita
Haec tibi Mephitis tellus dat munera:




victa est pectine Niliaco iam Babylonos
acus" (Martial, XIV, 150)

The term polymita has been interpreted as meaning many coloured or
many heddled, descriptions which would be appropriate to either the
appearance of compound weave cloth or to the way in which it was made.

Below, there is a list of some of the various translations or paraphrases

given to polymita:

H. Stephani (1847) multis licis textus
Boisacq (1923) : ~ hom. etc.m 'jeu de lisses' ou
' ' cordelettes en forme d'annaux,
dans lesquelles passaient les
{ls de chaine, auj. ‘harnais’.
adj. (étoffe) dont le tissage
exige de doubles, de triples,
de nombreuses lisses.

Liddell, Scott and Jones (1968  ..... consisting of  many
threads ..... damask stuffs,
in which several threads were
taken for the woof in order to
weave in patterns.

Frisk 18700 i Bed. nicht sicher, etwa
*Kettenfaden, Kette' auch
*Faden im allg'. lat. Iicium.

Oxford Latin Dictionary ‘ Polymitus -a, —um, a. Voven

(1982) with threads of different

colours, damasked

Certain doubts have been raised about these interpretations,
especially in respect to the one given above from the Oxford Latin
Dictionary (721. J. P. W¥ild, for example, put forward the suggestion
that polymita meant "with tapestry-woven decoration in many colours"
rather than meaning a mechanically woven textile (Vild, 1967, 152). Thus
it could not be related to compound weave textiles. The Swedish textile
historian V. Sylwan, however, had no doubts about the relationship

between polymitus and weft-faced compound weaves, a conviction which she




repeated in 1949 when she wrote: "The Western compound weft rep is the
late antique and Persian counterpart ..... This pattern weave was called
Polymita, many heddles, by the Greek and Roman people" (Sylwan, 10632,
50ff; 1049, 147). C. J. Lamm also followed Sylwan in this view, and he
not only accepted that polymita represented weft-faced compound weave
forms of cloth, but he also introduced the question of related Classical
terms:
"The terms trimita, hexamita and polymita, used by Greek

and Latin authors actually mean woven with three, six and

many threads, but we may assume that the last-mentioned word

is used as a designation of the heddles, or leashes. Trimita

and hexamita may be regarded as special types of polymita"

(Lamm, 1937, 11).
The term polymita, however, was not solely used by Pliny. When tracing
the development of the use of the word palymitalit becomes apparent that
it bad been in usé long before the earliest known examples of weft-faced
compound textiles are attested in Egypt, and at least two hundred years
before the appearance of the earliest known examples of Chinese warp-
faced compound weave textiles in the Vest [73]. So it would seem unlikely
that the original meaning of the word polymita referred to weft-faced
compound weave cloth. There is no reason, however, that the word could
not have changed its meaning over a period of time and that it had become
associated with this type of cloth [74]. It should be noted that there is
no evidence to suggest, as done by A. C. Johnson and L. C. Vest, that the
velis ludiuius mentioned by Claudian (ca. A.D. 370-410), were polymita

forms ([75]. Or, as they further suggested, that Jewish weavers in

Alexandria were producing this type of cloth (ibid.).




In conclusion, therefore, I would like to suggest that ;ntil more
conclusive evidence of the relationship between the word polymita and the
compound weave textiles can be found, I feel that such an attribution
should remain a tentative, albeit interésting, idea.

It has been suggested by Lamm that a wool compound weave textile
<245> now in the National Museum, Stockholm, may depict the fourth
'century Egyptian saint, Menas [76]. If this is the case then it may have
been made in Alexandria. The pattern of this piece includes a very
stylised orans figure surrounded by crosses of various types, flanking
the figure. Near the lower half of the figure there is a horizontal line
which transverses the cloth and two 'biobs' which may be animals (fig.
146, Lamm and Charleston, 1939, 198-199). Despite the fact that the
figure is highly stylised it is still possible to see that he was
depicted wearing a tunic with two waist high clavi ending in crosses, a
broad neck band which joined the tops of the clavi together, and finally
roundels on the shoulders. The presence of the crosses plus the orans
pose would indicate that the figure was intended to represent a Christian
saint or martyr. It was for these reasons that Lamm wrote, “One would be
tempted to identify this figure with the famous Egyptian martyr, St.
Menas, who is represented as flanked by beasts with camel heads" (Lamm
and Charleston, 1937, 199). St. Menas |1is reputed to have died in ca.
A.D. 300 (Farmer, 1979, 276) .

According to the various popular legends associated with this saint,
Menas was the son of Eudoxius and a native of HNakios and governor of
either a Roman province in Africa or, more specifically, Pentapolis [771.
He was executed during the reign of Diocletian because of his Christian

beliefs. His death is reputed to bave taken place at Cotyaea in Phrygia




(0'Leary, 19037, 194-196). Two camels were used to carry his re;ains back
to Egypt and at a small building <(or possibly a spring) about forty
kilometres from Alexandria the camels suddenly refused to move any
further, so the saint was buried at the spot. In due course a monastery
was built called Mareotis or Maryit which became the centre for the Menas
cult (Harris, 1971, 396).

Menas was variously regarded as the patron saints of merchants and
caravans of the desert, and of camels (781]. According to Drescher,
however, the saint was "“essentially a 'popular' saint whose aid was
sought in all kinds of difficulties" and whose power worked via the use
of o0il rather than water (Drescher, 1949, xxi).

- The cult of St. Menas was popular during the late fourth and early
~fifth centuries (Anon, n.d., 500). It appears to have gradually declined
in the sixth century, and by the end of the ninth century the monastic
complex was deserted ([79].

It should be nbted, however, that there is one other Egyptian saint,
namely St. Anthony, who was commonly ‘depicted as belng flanked by
animals. Anthony became associated with a pair of lions after they
helped him to bury St. Paul (the first hermit) in ca. A.D. 340 [80].
According to various legends, Anthony came acrass the dying Paul while he
was walking in the desert. Anthony stayed with Paul until he died, but
he found that he was not strong enough to bury him. Two lions then
suddenly appeared and helped Anthony in his task. As a result of this
sign of divine grace, Anthony is now depicted in Greek Orthodox and
Coptic icons as being flanked by two lions (C. Valters, pers. comm.).

Despite the highly stylised nature of the figure in the Stockholm

compound weave  textile, several factors suggest that Lamm's




identification of the saint with Menas may have been correct.‘ Firstly,
Menas was the subject of a popular cult during the late fourth and early
fifth centuries A.D. Secondly, his cult had an intérnational fame which
brought pilgrims to Mareotis from all over Egypt and the Eastern

Mediterranean (Drescher, 1949, iv). Thirdly, many objects associated
with his worship, i.e. pilgrim flasks, ivory cups, etc., have been
discovered in areas as far away as England, W. Germany and Hungary £{811.
All of these points suggest that there was a widespread Menas cult and a
demand for suitable relics, both on a national and international scale.

_ On the other hand there appears to have been no corresponding cult
of St. Anthony, although he is still venerated in a number of Coptic and
Greek Orthodox monasteries to this day, for example, at the Monastery of
St. Catherine in the Sinai (C. Valters, pers. comm.).

It is also worth noting that the place where the miracle of St.
Menas took place and which became the centre for the Menés cult is about
forty kilometres from Alexandria across desert track which was regarded
as difficult, but by no means impassable [82]. Thus, while it 1is
possible to suggest that some of the objects associated with the cult
maylhave been made at the monastery itself, it is also feasible that some
of the more elaborateiy produced objects may have come from Alexandria.
The last point is further strengthemed by the fact that excavations at
the site of the Menas monastery have not revealed any evidence for either
‘pottefy kilns suitablebfor the production of the Menas pilgrin flasks, or
for a weaving workshop suitable for the production of the textile needs

of the monastery, i.e. clothing, let alone more elaborate forms of cloth

{83].




In addition, there is a fifth century manuscript called Ib; Encomium
which relates how the Menas shrine was enlarged under the auspices of
Timotheus Aelurus and that a rest-house was built for the multitudes who
came to the monastery. The.text goes on to state that "..... he had the
market-place established among them in order that the multitudes might
find and buy all their needs" (Drescher, 1949, 148). It would seem
likely, therefore, that there was both a large consumer demand for items,
presumably both essential and luxury goods, which was accommodated. It
would be interesting to know the range of objects being sold and where
they came from, especially in view of the fact that Alexandria was within
a reasonable distance. It would also be interesting to know whether the
monastery owned property in or near Alexandria where items for use in the
monastery or for sale at the market could have been made, in particular
the pilgrim flasks and textiles. Unfortunately, so far, I bhave been
unable to find any satisfactory answers to these questions.

As a result of these various discussions it would seem reasonable

to suggest that wool compound weave textiles may have been produced'in

Alexandria. It remains impossible, however, to gauge the scale of
production as only one compound weave textilé in woaol can be tentatively
identified with the city.

Another wool compound textile which is archaeological unprovenanced,
but which may eventually be identified as being of Alexandrian origin is
now in the Royal Ontario Museum, Toronto (ROM.968.823.1 {14>). But again
it should be stressed that such an identification at present must be
regarded as hypothetical.  The textile in. qhestion has a design of

circles enclosing a central rosette surrounded by a ring of trefoils

which has been worked in red and blue (fig. 147). The main design has




been broken by the presence of a wide tapestry woven band which depicts
figures and the remains of a tapestry square which has putti with
imaginary animals and sea creatures. The feature which makes this piece
unique amongst all of the wool compound weave textiles which I have seen
is the presence of an ink inscription along one edge. The inscription is
in Greek or Coptic letters and reads as follows: ABB. KVK. According to
J. P. Wild this does not make sense as a Greek inscription (V¥ild, pers.
comm). It does, however, make some sense if regarded as an abbreviated
Coptic text [84]. The first word quoted can be read as a form of apa or
"abbot, holy father", while the second word could be the abbreviation for
the name of Kuros, Kyrillos/ (Cyril or Cyrus).

Interestingly, there was a famous patriarch of Alexandria during the
first half of the fifth century A.D. whose name was Kyrillos or Cyril
(412-444; 0'Leary, 1037, 120-121). So it can be shown that the name
existed at a time when it would seem likely that wool compound weave
textiles were being produced in Alexandria. Vhether, however, it could
ever be shown that the ROM compound weave textile actually belonged to
this person and that the phrase given above represents his mark, remains
highly doubtful. |

It would also seem unlikely that Alexandria was the only place in
Egypt which was producing compound weave textiles, either in wool or in

silk. Unfortunately, again there is no direct evidence which would

indicate where else they may have been made. It would seem feasible to

suggest, however, that they were made in reasonably large cities which
could afford to support a textile industry which included the weavers of
so-called luxury textiles as opposed to 'normal' domestic objects such as

bedding and everyday clothing. It would seem likely that there were also



large private and public buildings, etc, in these places 'where the
compound weave textiles could have been suitably used and displayed. 1In
this respect attention should be paid to cities such as Karanis, Antinog,
Akhmim, where compound weave textiles have been found. These cities
were important commercial and cultural centres as well as, in some cases,
regional or nome capitals [85]. In addition papyrological evidence
supports the idea that they all had weaving industries which were well
established [86]. As a result, it would seem reasonable to suggest that
these cities could havealso supported the production of luxury textiles.

The position of the Nubian site of Qasr Ibrim, Qustul and Gebel Adda
as potential centres for the production of compound weave textiles is
much more difficult to assess. The largest of these csites was Qasr
Ibrim, which was a fortress of considerable strategic importance during
the " Roman period. There is, however, no archaeological evidence to
indicate that there was a productive agricultural hinterland which could
have provided the necessary fibres and dyes needed to make these textiles
(N. Adams, pers. comm.). In fact the evidence would suggest that most of
the more luxurious goods were imported into the area from Egypt itself
[(871. |

It would seem likely therefore that although a considerable number
of compound weave textiles in wool have been found at Qasr Ibrim, these
pieces represent the importation of luxury items over a considerable
period of time (88]. The same conclusions can also be applied to the
smaller and not so strategically or culturally important settlement of
Gebel Adda or the cemetery of Qustul.

In conclusion therefore, I would like to suggest that some of the

compound weave textiles found in Egypt were actually made in the places




where they were found, but that the Nubian examples represent imported

goods, probably from Egypt.

7.3.5. Some Comments Concerning the Production of Compound Veave
Textiles in Wool within Egypt

The subjects discussed in the following short section include the
questions as to who may have made the compound weave textiles, under what
form of market conditions and finally, what was the market position of
wool compound weave textiles. These questions are difficult to answer in
full due to a lack of detailed information concerning the role of weavers
and the mechanisms of the cloth trade. It should also be stressed that I
am not attempting to identify individual weavers, instead I hope to
idéntify the type of weaver who may have produced the wool compound weave
textiles found in Egypt.

If it is accepted that the production of wool compound weave cloth
was a commercial activity then 1t raises various points concerning

Be ot
whether, for example, {thd was commissioned or bought ‘'off the peg'. By
the latter, I refer to goods which could be easily bought from a market
stall or from the weaver's workshop without the necessity of waiting for
it to be made. Interestingly, evidence cén be gieaned from a variety of
sources, including the compound weave textiles themselves, that both
systems may have been in operation.

It is known from a number of papyri that it was common during the
late Roman and Byzantine periods in Egypt for people to take a specific
weight of spun fibre to a weaver in order to have it woven into a garment
or object. They also paid for both the yarn and for the spiﬁning into

“weaving-yarn" prior to it being taken to a weaver. The 1latter




situation, for example, is illustrated in a late third century report of

the proceedings of the Senate, found at Oxyrynchus (P. Oxy. 1414):

"The prytanis said, "You examined the list of the temple
and fixed a limit, and your resolution was submitted to the
strategus, but (the priests?) ..... made the excuse that those
who undertook the work in question and their wives were unable
to spin the yarm, ..... (see) that on this point also you fix
a 1limit, for there are only a few villages in your nome which
have this material ..... (the yarn merchants report that)
and the price of weaving-yarn is 49 denarii and 11

ooooo

denarii were paid to them from the Treasury's account .....
The senators said, "Let the yarn-merchant be content with 19

denarii besides what was paid to them from the Treasury".

In this case, however, the spinners are trying to obtain more money
because they claim that the amount paid by the State did not cover the
actual cost of raw flax [89].

It is also possiﬁle that the commissioner paid for everything in
advance or that the weaver was only péid on the completion and delivery
of his work, but so far I have been unable to find any satisfactory

evidence for such a procedure.

In respect, however, to the size of some of the compound weave

textiles and the amount of raw material which must have been purchased in
order to make them, it would seem unlikely that a single weaver could
have afforded the necessary expenditure just in case someone might be
willing to buy his wares. For example, a sample of wool compound weave

in my own possession is 10.5 x 19 cm and weighs just over 25 g. allowing

for the presence of dirt, sand, etc. [90}. Thus a complete example which

was, for argument's sake, 200 x 150 cm in size would have needed wool

weighing somewhere in the region of 3 kg. That would bhave been about 1 to

1% fleeces of a medium quality [91]. A nearly complete compound weave in




the Vashington Textile Museum is 239 x 129 cm in size, the exéct welght
of this piece is unknown, but using the same ratio as given above for my
compound weave example it would mean that it may have weighed somewhere
in the vicinity of 3.8 kilos: thus a minimum of 2 fleeces. If in
addition to the price of the wool, the costs of preparing the wool,
dyeing, spinning, weavér's costs, etc. are taken into consideration,

then it would seem likely that the production of.an item such as the

example now in the Textile Museum would have incurred a considerable

amount of outlay to carry out all these operatiomns, as well as time. The

fact that these costs were +taken into account can be seen in the

following letter which was written during the second century A.D. and

sent from Apollonia to Philetus (P. Oxy. 2593):

“Apollonia to Philetus, greeting. I send my very best wishes
to you and Heraclides, and 1 have dispatched to you by
Onnophris the younger the materials for Heraclides' outfit: 7
minae of woof, weighing ..... staters, that is 110 reeds; and
warp from Lycopolis weighing 90 stater, that is 75 balls. The
cost of this: for the warp, at 21 drachmae per 30 staters
weight in all 63 dr; and the price of the wool for the woof,
36 dr. 30 staters weight has already been spun for one stater,
and I gave 10 staters weight of wool of my own towards the
cost of the preparation, 4 dr. I sent out three minae to be
spun, at an obol per stater weight, in all 17 dr., 50b., and
myself spun the other 4 minae and put into them a coloured
black thread - put 3 minae of these into the cloak of the
outfit. We send our very best wishes to you. Goodbye. the
warp has been soaked here by me."

From the details given above, therefore, it would seem likely that in

respect to the larger examples of wool compound weave textiles, at least

come of the cost of making these objects may have been paild for in

advance.




A different situation, however, is indicated in'respectlto other
examples of wool compound weave cloth. There is some evidence to suggest
that 'off-the-peg' compound weave textiles were being produced, 1i.e.
compound weave textiles which were sold on the open market. These pieces
may ha&e come in two forms, firstly small objects, for example, cushion
covers, which were sold in “"cushion booths". The existence of such
booths 1is indicated by a‘ stone relief now in the Uffizi Gallery,
Florence, which depicts the_selling of cushions and belts [92].

Secondly, and perhaps of greater interest, there are two textiles in
the Victoria and Albert Museum (VA 306.1891, VA 305.1891 (74> <73>; figs.
148, 149), which have been produced in the same manner and with the same

design, but the colour - of both the warp and the weft threads are

different in the two examples. VA textile 306.18901 has been made with

orange and natural wefts plus naturally coloured warps, while the second

example has purple and brown wefts with brown warps. Consequently, it

can be suggested that the textiles were produéed by the same workshops,

‘but, as is common practice to this day, different colourways were

produced to suit the tastes of different customers. The use of warps in

different colours excludes the idea that these pieces of cloth belong to
different parts of the same textile.

It should also be added that these are not the only textiles which

have the same design which was produced in different colours. There is a

large fragment of a wool compound weave textile now in the Abegg
Stiftung, Berne (AS 142 <142>; fig. 150), which has a hunting design of
deer, felines and chimera worked in dark and light blue wool with undyed
warp threads. A fragment with the same design has recently sold by the

dealers Rodgers and Podmore <178>. In the latter case, however, the




textile was woven in blue and natural wool, and has a coarser appearance.
One of the details which is particularly interesting about this second
group of textiles is the size of the Abegg Stiftung chimera example. The
complete textile has been reconstructed from several pieces to give a
cloth about 3 metres by 2 metres in size. Based on the discussion given
above about the weight of such items, it would suggest that it may have
been a commissioned item. On the other hand the fact that the same

design'has been found in different colours would also suggest that 1t was

being produced for a more apen market. Various possibilities suggest

themselves, for example, it is feasible that someone saw the Abegg
Stiftung example and wanted a copy of it; that two pieces had been made

in order to form a set; or indeed that there was a sufficiently wealthy

weaver who was able to afford the production of such items in the hope

that they could be sold at a later date.

The question also remains as to whether it is really possible to

regard wool compound weave textiles as mere copies of silk examples, and

thus presumably occupying a lower market value. As I hope to show in a
later chapter, the wool compound weave textiles had a different function
from the silk examples, and such a comparison is therefore frought with

problems (Chapter 8). It would be like comparing, for example, a modern

eilk crépe for a dress with a printed chintz for chair coverings. It is

simply not a satisfactory comparison. In addition, it is known, for
example, that decorative wool compound weave textiles appear in Egypt as
early as the third century A.D., while the earliest known datable weft-

faced compound weave silk example from the Vestern Roman Empire is fourth

century A.D. in date [93]. Thus it would appear that wool compound weave




textiles were in use in the Vest before silk compound weave examples

became popular. Which then is the copy?

Despite the fact that these problems raise some very interesting
points, I feel it also has to be admitted that at present these questions
can not be satisfactorily answered. They will have to wait until more
details become available concerning the terms used to identify specific

types of cloth during the Roman period.

7.4. The Akhmim Veave

One detail in the history of compound weave textiles in Egypt which
I hoped to find, but did not really expect to, was that this type of
cloth was still being produced. To my surprise I found that they are
still being made, although nowadays they are made in cotton, rather than

wool, or wool and cotton. Nevertheless, the weave used to produce the

modern cotton textiles is still a weft-faced compound tabby (type l1aj.
Only one place in Egypt appears to be still producing compound weave

cloth, namely, Akhmim in Middle Egypt (Map 1). It is an isolated city

about nine kilometres from the right bank of the Nile, nearly opposite

Sohag, the capital of the province with the same name. The area around

Akhmim has long been famous for both the production of cloth and for the
sheer quantity of ancient textiles which have been found in both legal

and illegal excavations in the region. The latter situation is reflected

in the quotation by Wilber given in the introductory chapter.

It would seem likely that the production of weft-faced compound
tabby weave textiles has been a continuous process in Akhmim since the
late Roman period, but unfortunately apart from a number of compound

weave textiles which are reputed to have been found here there is no




direct evidence to support this statement, for example in tﬁe form of
city archives. Also, as yet, I have been unable to find any information
which might suggest when the change from wool to cotton took place.
According to André Azzam of the A4ssociation Chrétienne de la Haute-
£gypte, Cairo, who helps to run a weaving workshop at Akhmim, compound
weave textiles have always been produced in Akhmim. The statement,
however, was later modified to within living memory, i.e. within the last
hundred years [931. Vithin the last few decades there were over 500
looms operating in the city, although now there are only two or three
workshops which have between ten and twenty-five looms in all working on
a full-time basis. Many of the other weavers from Akhmim now work at the
spinning mills at Sohag, while only working on a part-time basis at their
own looms. |

The weaving workshop which Assam is partially responsible for

originated in a community centre set up in 1960. It was founded with the

aim of promoting self-help and mutual understanding between Muslim and
Christian women in the city. In order to finance the centre the women
established a weaving workshop.using locally acquired “traditional looms"
which had become redundant. When they first started to work the coiours
they used followed local and traditional colour combinations and indeed
a number of the dyes used to produce the colours came from locally grown
. plants, for example, a purple colour was produced from a local plant.
Unfortunately, however, Assam could not remember the name of the plant.
It is possible, therefore, that these colour combinations were derived

from and reflect the range of dyes and dye plants which were actually

available in the immediate vicinity around Akhmim. Nowadays, however,




the dyes are all artificial and come from a chemical plant near Cairo

{o4].

The weaving methods which are used at the Centre and the designs
which are produced are also.based on traditional forms, although some of

the modifications made to the designs, 1i.e. the present choice of

colours, may reflect the current ideas of the Centre's members. Many of

the designs produced have particular, traditional names, for example,
“Scorpion” apd "Biscuit", but sadly the origins of these names have now
been lost (see figs 151, 152). One interesting point to note is that they
have recently introduced a bird design which is very similar to the bird
motif used on severaL of the wool compound weave textiles which were
bought at Akhmim by the Rev. Chester during the 1890's (see fig. 71)
{951. According to Assam, however, this was a new pattern which ome of

the younger weavers had designed. It came as a surprise to him to

discover that the design was not 'mew' and indeed had a very long
history.
During the last few' years the Akhmim community centre has become a

well-established folk art producer within Egypt and every two years they

have a sale of their produée. The money is used to support the other

activities of the group, notably literacy programmes and family advice
groups. So not only are they ‘building for the future' but they are also

continuing a long standing tradition of producing compound weave textiles
in Egypt.

In conclusion to this chapter on the history of compound weaving in
Egypt 1 would like to suggest that the weaving of this type of cloth
commenced in this country at some point during either the late second, or

as would seem more likely, the early third century A.D. Knowledge of the




weave was derived from imported textiles, such as those from Antinog,

which originated in Roman Syria/Mesopotamia. The Egyptian forms were

woven in wool and they were produced until at least the mid-seventh
century A.D. There follows a gap in either their production, or as would
seem more likely, in archaeological evidence until the eleventh century

A.D. By this date it had become ‘normal’' for the compound weave

textiles to be produced in wool and cotton. The last known woal compound

weave textile from Egpyt was produced at some point between the twelfth

and fourteenth centuries A.D. Nevertheless, the production of compound
weave textiles still continues to this day in the somewhat isolated city

of Akhmim in Middle Egypt. These textiles, however, are made in cotton

rather than wool.
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8. SOME COMMENTS ON THE RELATIONSHIP BETVEEN SILK

AND VOOL COMPOUND VEAVE TEXTILES

8.1. Introduction

In the previous chapter emphasis was placed on the production of
wool compound weave textiles in Egypt. It is now necessary to discuss
the relationship between silk and wool forms found in Egypt and elsewhere
in the Roman Empire (both eas£ern and western). The emphasis in this
chapter, however, is placed on the early production of silks, i.e. prior
to the eighth century. The final date has been chosen for two reasons,
firstly, it represents the period when considerable changes took place in
Egypt and the Eastern Mediterranean due to the Islamic movement
westwards in the previous century. Secéndly, I have so far been unable
to find any evidence to support the idea that compound weave textiles in
wool, as opposed to those in wool and cotton, were still being produced
in the Near East after this date. It lies beyond the scope of this
thesis to give a history of the silk industry in the Near East.
Nevertheless, within the context of this study some general remarks are
needed in respect to its early development (11.

The traditional date when silk weaving commenced in the Vest is
generally attributed to ca. A.D. 522. Accofding to a story given by
Procopius of Caesarea, in his work Gallio Bella (written ca. A.D. 550,
two monks came to the court of the Emperor Justinian (527-565) and
offered to go to China in order to obtain silkworm eggs and thus to break
the so-called Persian hold over the Emperor with respect to silk goods
(Procopius, VIII, xvii, 1-7). The Emperor gave his consent to their

mission and in due ceourse the eggs were brought back to the Byzantine



court. Thus the monks "made possible from that time forth the production

of silk in the land of the Romans" (Procopius, VIII, xvii, 7).

The story, hawever, does not take into account that silk textiles

were known and in use at a.nmch earlier date in the VWest, as noted by

such authors as Pliny and Lucan, and that it would seem that Vestern

weavers may have been unravelling Chinese silk textiles and then

reweaving the silk into}lighter weight cloth at a fairly early date [21.

Thus the date given above should be regarded as the date when the VWestern

silk industry was founded using locally produced silk yarn, rather than

the date when silk weaving in the West first began.
One point which is uncertain, however, is the exact appearance and

structure of these early compound weave silks. A number of silks have

been attributed to the imperial Byzantine workshops, for example, a large

compound weave cloth with lions now in the Cologne Cathedral Museum, but

in fact very few of then included inscriptions which would substantiate

such an attribution [31. Further to this, the earliest extant and dated

product of the Imperial Byzantine workshops is far too late to help

formulate an early history of the weaving of silk compound weave

textiles. The textile in question comes from the St. Anno (1 1075)

shrine, St. Servatius,-Siegburg (Muthesius, 1984, 237). According to the

English textile pistorian A. Muthesius, this piece has the following

inscription: Exi 'Papavou yal Xplorglolmou 7Tav Firoyriorlwlv Seororwv,

which she has translated as meaning: "During the reign of Romanos and

Christophoros the devout rulers" (Muthesius, 1984, 238). She has

identified the emperors in question as being Christophoros the son of

Romanos I, Lekapenos, who became co-emperor in 921 and who died in 931




(Muthesius, 1984, 238). This would thus give the textile a datelsomewhere

between 9021-931 (Muthesius, 1984, 238).

In addition to problems relating to the dating of silk textiles, it

would appear that the .products of the Imperial workshops at

Constantinople were subjected to very close scrutiny. It would appear,

for example, that an attempt was made to restrict the use of silk cloth

to the Emperor, his family, and the imperial court in general, although

on very rare occasions silks were given as gifts to those deemed worthy

by the Emperor [41. So once again their value to an overall history of

compound weaves remains difficult to assess.

Fevertheless, much of the 'everyday' silk cloth woven throughout

the Byzantine period seems to have been made by people outside of

Constantinople and the court system. It would appear that—such cloth

was being made in public workshops governed by various guilds, private

gynaecea or .by commercial weavers (61. This view is supported by a

comment made by Procopius, namely: “Garments of silk were made in Beirut

and Tyre, citiles i{n Phoenicia, from long ago. The merchants handling

them, the workers and the technicians lived there of old, and from there

this commodity was traded to the whole world" (6]. It is known that

Syria did not have a monopoly on the production of silk textiles, but

such comments  do reflect the importance of Syrian silks (7]. For

example, Egypt bad a thriving silk industry which, in general, was based

around Alexandria and other Delta cities, such as Damietta, Tarrana and
Tinnis [8].

In addition, there was a well developed silk industry by, at the

very latest, the sixth century im Greater Iran, and it is likely that

such centres wer@‘capable of producing the silk textiles used by the




Iranian court. This type of cloth is know, so it would seem; from the

Sasanian reliefs depicted at Taq-i-Bustan, as well as froﬁfhe garments

which were also sent east and west as trade goods [9]. It is interesting

to note that a rivalry appears to have developed between the Western and

Iranian silk industries. This situation is sometimes explained by modern

writers by the fact that the Sasanians were supposed to have held a

monopoly for several centuries on the importation of silk from China, and

thus they controlled the amount and price of the silks sold to the Vest

[101. A theory which has been disproved by various scholars, most notably

M. G. Raschke [111.

Following the spread of Islam during the seventh century and the

conquest of Syria, Egypt, Sicily and Spain, these countries either

received a boost to their indigenous silk weaving industries or new silk

weaving industries were founded, as in the case of the last iwo countries

mentioned above {121. 1t is not surprising, therefore, that Islamic

silks were to become avallable on Northern European markets and that they

were beginning to be'an important feature of European church treasuries

[13].

In respect to the development of compound weave textiles it should

also be noted that many of the silk textiles produced during the seventh

to twelfth century, fron either the Vestern or Eastern workshops, were

woven in a compound weave. According to Nuthesius, however, the role of

the compound twill weave was ousted during the eleventh century by lampas

weave (Muthesius, 1984, 236). For a time i% would appear that the two

types of cloth were produced concurrently, but the compound weave form

gradually died out and the lampas form continued {143. Unfortunately,

however, Muthesius gave 1O reason as to why this change took place.




8.2. Vool Versus Silk Compound Veave Textiles

_If is frequently suggested that wool compound weave textiles were

merely copies of silk examples [15]. D. King, for example, wrote in

connection with the hunting designs to be found on various silk compound

weave textiles that:

#These resemblances suggest that the designs of many of
the early wool, oOr wool and linen textiles may be simplified

and ' coarsened versions of designs which were originally
devised for silk weaving" (King, 1981, 102).

Yet, as 1 hope to show in this chapter, the relationship between the silk

and wool compound weave textiles is not as simple as King implied.

Similarly, comments such as that made by Beckwith as regards the small

collection of wool compound weave textiles from the site of Karanis: "a

rather shoddy group oOf patterned weaves" tend to Dbe unnecessarily

‘disparaging (Beckwith, 1957, 3. They may not be so iconographically

ihspiring to a modern art historian, but were they originally meant to be

regarded as an ‘high art form' and treated as such?

The lack of satisfactory dating evidence surrounding the silk

examples ' found' in Egypt, make it far more fruitful to use the wool

textiles as the 'norm' rather than the other way round when looking for

dating sequences, whether looking at the weave or iconography of this
type of cloth.

One of the basic problems surrounding the sllk compound weave

textiles found in Egypt is that so far none appear to have come from

recent excavations. The vast majority of ‘'Egyptian' silk compound weave

textiles which are now in muSeums throughout the world came from three or




four ‘excavations' which took place during the late nineteenth century.
Particular reference should be made to the French excavations at Antinoé
by A. Gayet; the German work at Akhmim led by R. Forrer; and the Austrian
expeditions to Sakkara by T. de Graf [161. It was indicated in Chapters
1 and 2 that there are numerous problems involved with these particular
'excavations' and textiles; all the more so with the silk compound weave
examples. Nevertheless, as these excavators were working within the
limitations of their périod the comment made by J. Beckwith in respect
to the Antinoé textiles may be regarded as somewhat harsh: "..... and the
excavations at Antino& were reported by Gayet in a spirit of late 19th-
century romanticism serving the more to distort his observations, which
was both inprecise‘and insufficient" (Beckwith, 1957, 1).

The two most famous groups of comfound twill weave textiles in silk
from Egypt are pileces which allegedly come from Antino& and Akhmim,
According to Beckwith the silk compound weave textiles from Antino& could
be divided into two basic types, firstly, those pieces which had small
fantastic patterns, such as masks, peacock feathers etc, aﬁd secondly,
those with larger fantastic patterns. All of these pieces were woven in
various colour combinations such as orange, rust green and brown, and
all were weft-faced compound twill weave forms with single binder/main
warps (Beckwith, 1974, 345).

In addition to the two groups mentioned above, Beckwith also
identified a third group which he classed as the "Antinoe rinceaus"
textiles. These pieces were woven ian two coloﬁrs (red and buff) and had
all-over lozenée designs formed {rom either continuous scrolls or
separate follage devices. The scrolls enclosed flowers, foliate forms,

diamonds, squares, etc. They were woven in a compound twill with single



binder warp threads (Beckwith, 1957, 21). According to Beckwith these

pieces can be dated to a period after the Arabic conquest of Egypt in

A.D. 639.

The problems created by these textiles can be seen in the variety of

opinions which Dhave been expressed concerning their iconographical

origin. Pfister, for example, thought that they were Iranian, as did

Geijer [171. On the other hand P. Ackerman denied a Sasanian origin for

nearly all of the Antinoé cilks, as she thought that they had been made

in Egypt, but under Persian or Byzantine influence, a view which was also

held by Kitzinger {181. Beckwith commented that the first two groups

mentioned above were not of Sasanian origin and that he regarded them as

r that there was a serious possibility of

tissus byzantineé{ and furthe

them being either from an Egyptian oOr Syrian workshop (Beckwith, 1074,

347). As a result of these conflicting views concerning this group of

so-called Antinoé silk compound weave textiles, it would seem reasonable

to describe the textiles as intriguing, but, as yet, of unknown origin.

One of thé most famous groups of silk compound twill weave textiles

from Bgypt are attributed to the Middle Bgyptian city of Akhmim.  The |

aracterised by the presence in Greek or Coptic of the

e a variety of scenes; one of the most

textiles are ch

names of Zachariaslor Joseph abov

common is that of'horsemen. Two of these textiles were published by the

German scholar and archaeologist R. Forrer. According to his account

ring his excavations at the Roman and Byzantine

they were found du
cemeteries at Akhmim, unfortunately he gave very little other information
(Forrer, 1891b, 9). One of the textiles had the beginnings of the word
QOHD. ... woven into it and &S given a fourth century date by Forrer

[10]. The second silk has & cimilar woven inscriptionm, but with the word



...oaxapicy  (Forrer, 1891b, pl. VII, 1). This piece was giéen a late
fourth, fifth century date (ibid.). According to Forrer the latter
inscription could be interpretated as MAXAPIOY or Makharios and that it
may be associated with either the Elder Makharios who lived in the desert
for 60 and who died in A.D. 391, or with Makharios Alexandrinus who died
in 404 (Forrer, 1891b, 15, fn. 1).

Forrer's Makharios theory, however, 1is no longer generally
accepted. Most modern scholars seem to hold the view that the missing
letter is an 'X' or '2Z' and that the name was intended to be read as
Xachariou or Zachariou [20]. According to Beckwith this type of pattern
should be dated to the late seventh or eighth century A.D., because
another textile in this group has a Kufic inscription bearing the name of
Allah [211. Beckwith felt that these pieces were probably of Syrian or
Egyptian origin, a view which appears to be generally accepted [22]

In addition to the Antinoé and Akhmim groups of compound weave
textileé in silk, various modern scholars have referred to another group
called the 'Alexandrian' silks. Some of the most famous iextiles in this
group are now 1in the Sancta Sanctorum and depict scenes of the
Annunciation and Nativity [23]. These textiles, however, have been
'provenanced' using stylistic arguments rather than on the basis of
information concerning the place where they were found or where they were
actually made. So, although they form a very interesting group of silk
compound twill textiles, it does not seem necessafy to discuss them
further in this thesis.

The vast majority of the silk compound weave textiles which Beckwith
cummarised and which have been described above, are all compound twill

weave forms which are reputed to been found in Egypt. Most of these



pleces have also been given post mid-seventh century dates. In addition

to these pileces, however, there are a number of other relevant textiles

which should be considered. As will be noted, several of these pieces

come from Vest European sites and are of a slightly earlier date than

that usually given to the wAntinod" and "Akhmim" textiles.

The earliest, archaeologically excavated, silk compound weave

textile to be found within the confines of the Roman Empire appears to be

a silk piece which was found at the Hungarian site of Szdny (Roman

Brigetiao) [241. The first occupation of the area immediately around

Szény appears to bave been in the first century A.D. In about A.D. 101

Roman soldiers (from the XI Claudia Legion) built a fort there which was

later known as Celamantia {25]. Gradually a town developed around the

fort, which was partially occupied by the families of the soldiers. It

would appear that during the first and second centuries A.D. the fort was

primarily manned by soldiers of Italian or West Pannonian origin.

During, however, the late second to the end of the third century A.D.

many of the merchants and citizens of the city appear to have been Syrian

in origin and it was during this period that Brigetio became an important

econonic centre protected by the fort (Mécsy, 1974, 230-240). By the

late third century, however, the town had started to decline and by the

fifth century A.D. the fortress had been abandoned and allowed to fall

into ruins.

A series of second and third century sarcophagi have been excavated

at Szény and a number of textiles were found [26}. According to a report

about these textiles by the Hungarian writer L. Hajnal, they included

flax, wool and silk examples in a variety of weaves [27]. The silk

textile which 1is of particular interest came from Grave One and was




described by lajnal as having a pattern in a "zig-zag streak weaving"
(Hajnal, 1665, 260). Vild described the weave as a 3/1 twill (Vild,
1970, 52). According, however, to the Danish textile historian L. Bender
Jorgensen it 1is a weft-faced compound tabby weave textile (Bender
Jergensen, 1987, 6; pers. comm.).— The condition of this piece, however,
is so bad that the design could not be identified.

The preseice of Syrian merchants and soldiers at Brigetio leads to
the suggestion that théy may have been responsible for the introduction
into the Danube valley of this example of a silk‘compound weave, and that
it may have come from Syria or the Eastern Mediterranean at some point
during either the third or early fourth century A.D. (see for example,
Wild, 1070, 52). The suggestion would seem reasonable, but as will be
noted below it ris just possible that the textiles may have been of
European rather than Eastern Mediterranean origin.

The next datable example of a silk compound weave textile from the
Vestern Empire was found in the grave of a young woman of about 20 years
old at Harseille. The burial was one of three sarcophagi recently
excavated by the 1'Institut d'Archéologie Méditerranéenne, Marseille
(Centre National de la Recherche Scientifique) at the Abbey of St.
Victor, Marseille [28]. The burial in question has been dafed to the
second half of the fifth century A.D. on the basis of the appearance of
the biblical scenes which had been carved on the sides of the sarcophagus
(Boyer, 1977, 25).

According to the textile report which has been prepared by G. Vial,
the clothes found in the burial consisted of a maphorium or veil which
went over the hair; a long tunic placed over the body, but not fitted to

it, and a palla or mantle which was used as a shroud (Boyer, 1977, 25—




27). The pilece which is of particular interest is the tunic;which was
made out of a weft-faced compound tabby weave and included two series of
decorations, firstly, a number of woven stripes which have floats on the
back, and secondly, a "herring-bone" or soumak decoration which went down
from the shoulders [20]. According to the account given by Boyer the
tunic was remarkably fine and has a thread count of 70 warps and 140 to
160 wefts per centimetre {(Boyer, 1977, 27). No reference is made as to
the spin of the silk threads. The condition of the cloth was such that no
suggestions concerning the presence, or otherwise, of a design could be
given, although the use of this type of weave would suggest that at least
two colours had been applied (Boyer, 1977, 27).

According to Boyer the techniquz used to weave the cloth was known
in the Near East during the fifth and sixth centuries A.D. and it is
known from various finds from Antinoé which have been attributed to
Byzantine, Syrian or Sasanian workshops (Boyer, 1977, 27). These dates
would be acceptable in connection with the late fifth century date given
to the burial in respect to the sarcophagus reliefs noted above.

In addition to the silk compound weave textiles mentioned above from
the Western areas of the Roman Empire, there is also a somewhat later
piece which was recorded during excevations at 'Avdat (Eboda) in Israel
(fig. 153, Map 6). The textile was found during the 1958-1960
excavations at the site by A. Negev, The Hebrew University, Jerusalen
{301. It has been given a late sixth, mid-seventh century A.D. date
(1bid.) The date has been based on the terminus ante quem date of
'Avdat, A.D. 636, and the fact that it was found in a room with a large
pithos on which was a Greek dipinto, or painting, with names. According

to the excavators some of the names may be related to various people who




are known to have lived at 'Avdat during the late sixth ceﬁtury A.D.
(1bid., see also fn. 3).

According to A. Baginski and A. Tidhar the textile was made out of
golden yellow and red silk, the warp is z-spun while the weft has
virtually no spin. Finally, it was woven in a "compound twill with two
layers of weft" (ibid., 113, 114). The design was made up of alternating
cartouches with a "stylized kylix containing a bud topped by a trefoil
and two scrolls" and é kylix with circle containing a highly stylised
rosette (1bid., 113-114). Along one edge there is a band of minute red
trefoils on a yellow ground. The design and structure of the 'Avdat
textile was compared favourably by Baginski and Tidhar with silk finds
from Akhmim which came from the Gayet excavations [311. As a result of
this comparison Baginski and Tidhar suggested that.the 'Avdat textile may
have been imported from Egypt and that the date of the 'Avdat example
could be used to date the Akhmim silks (ibid., 115)

In addition to the example from ‘'Avdat, there are also two other
examples of silk compound weave textiles from Near Eastern excavations.
The first example comes from the Syrian site of Pella, while the second
is from the Sudanese site of Scba (Map 6). It should be noted, however,
that the second example is only a tentative identification as the
fragment is very small and in a fragile condition. Both of these
textiles have been given an eighth century A.D. date.

The Pella silk compound weave example was recently found with eight
silk textiles in Burial 830016, Area 14, level 2, by an excavation team
' from The University of Sydney (32]. According to the label attached to
the box in which the textiles were stored, this burial contained two

victims of an earthquake which occurred in A.D. 747/748. Two small



fragments of the compound weave cloth have survived, and both are in a
poor, carbonised state. They were made out of s-spun silk had been woven
into a compound twill weave material. As the largest surviving fragment
is only 3.2 x 2.2 cm in size, no further details about the nature of the
weave could be deduced. In additionm, the size and state of the cloth
offered no clues concerning either the original colour or design of this
piece.

No indication has been .found éoncerping the piace where exactly
these Pelia examples may have come form, but judging from the scale and
importance of the Syrian textile industry it is possible that they could
be regarded as local or relati?ely local products. It should be stressed,
however, that there is no fi?m evidence for this hypoﬁhesis}

The silk 'compound' weave textile from Soba is evén smaller than
that from Pella and due to its size i was unable even to ascertain that
it is actuaily a compound weave form [33]1. The fragment (no. 22) was
found in the crypt of a church which was excavated in 1082-1983 by D.
Velsby, Dept; of Archaeology,‘ Newcastle University. The crypt was
destroyed by fire sometime during the eighth century A.D. (D. Velsby,
pérs. comm.). The maximum size of the fragment is only one centimetre,
but it would appear that it had beén made using a compound twill weave
form. Névertheless, due to its size, no further information can be
presented.

In addition to the pieces which have come from known sites described
above, there are also a group of compound weave textiles in silk which

come from treasuries and tombs of saints in European churches [341].
One of the best documented figures in the early history of the

Christian Church is St. Ambrose who was Bishop of Milan from A.D. 374



until his death in 397 (35]. His close relationship with various
emperors, notably Theodosius 1 (379-395), is recorded in a variety of
sources including his own Letters {36]. Vhen he died in 397 he was
buried in the Basilica Martyrum in Milan which was then rededicated to
St. Ambrose. According to H. Granger Taylor the textiles found in the
tomb of St. Ambrose were made up of two groups: firstly, a number of Late
Antique (fourth-fifth centuries A.D.) textiles which may have belonged to
the saint himself, sec;ndly, a group of 11th century textiles. The Late
Antique ‘textiles have been reconstructed by Granger Taylor into two
tunics or dalmatica. The piece which is of particular interest for this
study is a weft-faced compound tabby (S.8) which came from the.second
dalmatica (fig. 154). The textile is in dark red or purple silk and
has a simple geometric designrof connecting circles and squares. It had
been used to make the applied crosses which lay on the sleeves of the
garment.  Granger Tajlor has dated this textile to the fourth century
A.D. based on the date of Ambrose's death and a comparison of this pilece
with other compound weave and damask textiles which have geometric
designs, for example, the Paulinus silks which are referred to below
(Granger Taylor, 1983, 144).

In ca. A.D. 358 St. Paulinus died in Phrygia and his body was
brought back to Trier, where it was reburied in 395. Various textiles
were found in the tomb when it was reopened at the end of the nineteenth
century [37]. The textile which is of particular interest is a silk
compoqnd tabby weave in dark purple (?) and natural (?) (warps are 2z-—
spun, with a 40-50 per cm count, while the wefts are unspun, ca. 40 picks

per cm. ). The patttern consists of circles and crosses (fig. 155).



In respect to the origin of this piece, Vild felt that thelfact that
Paulinus had died in Phyrgia and was then brought to Trier still made it
possible to state that: "“There is no evidence that compound cloth was
woven within the western prqvinces" (Wild, 1970, 53). Thus, he favoured
a Syrian origin for the St. Paulinus compound weave silk (ibid.). Vild's
view, however, was later modified by two points, firstly that one of the
silk damasks found in the tomb had an embroidered maker's mark
[FLJORENTIA OFTFICINAJ; “The Florentian Vorkshop" which would suggest a
European origin for this piece, and secondly, a recently discovered part
of the Edict of Diocletian (A.D. 301), from Aezani, Turkey, gives a list
of the type of looms available for sale throughout the Roman world (381.

One of the items on the list is a “loom for weaving pure silk damask
cloth, together with all its wooden weaviﬁg apparatus" (Crawford and
Reynolds, 1977, 147). Theré is no reason, therefore, why a Roman could
not have bought a loom, yarn and weaver (or hired omne), in order to
produce damask cloth anywhere throughout the Roman world. If this
argdment is continued, then it would also seem reasonable to suggest that
if it was possible to produce silk damask cloth, then there is no reason
why compound weave textiles could not also have been made, again anywhere
throughout the Empire. ‘In fact the type of loom needed to produce both
type of cloths may have been very similar if not identical.

A very similar view concerning the origins of the Trier silk
damasks, but for different reasons, was expressed by the Belgian textile
historian D. De Jonghe (De Jonghe and Tavernier, 1978, 28). He felt that
this example of a compound weave textile, plus other silk textiles such
as a silk damask which were also found in the tomb, could have been made

in Trier itself. According to De Jonghe it is possible that the Imperial



gynaeceum at Trier was also a silk weaving centre which provided cloth
for the Imperial court and gifts for highly placed individuals, hence the
presence of damask silk textiles at Conthey in Switzerland and silks at
Holborough in England [39]. As yet, however, no archaeological evidence
has been found which supports this idea, but it remains a possibility.

Another North European church which has provided a considerable
number of Byzantine and Islamic silk compound weave‘textiles is the Saint
Servaas (t 384) Church at ¥aastricht, The Netherlands (40]. During a
reéent examination of the silk textiles in the treasury of the church A.
¥uthesius was able to record over 400 textiles. Most of these pieces can
apparently be dated from the pre-eighth century A.D. ([sicl to the
fourteenth century {411. In addition, it is known that the relics of the
saint were translated following his canonisation in 1164 and, according
to Muthesius, it would seem reasonatle to suggest that the tomb had been
completed in that year (Muthesius, 1084, 248, fn. 36). Amongst this
group she identified the following weaves: compound tabby, compound
twille, damasks and lampas weaves (Muthesius, 1074, 326). She gives a
number of the compound weave textiles a seventh to eighth century date
(Muthesius, 1974, 325).

As noted above there are considerable problems with regards to the
date of the silk compound weave textiles, found in various saints' tombs.
Dne of these problems is due to the sainté beiné t;anslated at various
times and new textiles being added to their graves. All of the above
mentioned burials have been reopened at various times. As a result,
therefore, while it is possible to give a terminus post quem date for the
deposition of these pieces based or the date when the saint died, it is

not . always certain that this is tle date of the compound weave textile.



A good example of this problem can be seen in respect to the tomb of St.
Julian, Rimini. According to the Italian art historian G. Gerola the
tomb had been opened on numerous occasions between the early fourth
century and the mid-seventeenth century (Gerola, 1911, 115). These dates
have been based on a series’ of coins which were found inside the coffin
(ibid., 115). In addition, the textiles appear to belong to various
periods, for example, one textile with a square and roundel design has
been given a sixth century date on the basis of comparisons with textile
designs found in the Ravenna mosaic, while another textile which has a
lion motif is now regarded to be, at the earliest, eighth century in date
(42). So while it would seem likely that the silk textiles found in this
tomb are of a fifth, possibly sixth century A.D. date this cannot be
satisfactorily proven.

One point which should be noted about all of the textiles which have
been described above, is that all the silk compound weave textiles from
Europe and from the tombs of Ambrose and Paulinus (I am not certain of
the exact nature of the Julian and Servaas silks), were compound tabby
weave forms and that they appear to have been made between the fourth and
fifth centuries A.D. Secondly, all the other téxtiles, i.e. those from
Antino&, Akhmim, 'Advat, Pella, etc., are weft-faced compound twill weave
forms and these pleces can be dated from the sixth to the eighth
centuries and possibly slightly later. It would appear therefore that the
tabby weave form was the earliest type and that for some reason it was
superceded by twill weave fofms sometime during the fourth or fifth
centuries A.D.

If the last two date ranges actually reflect the true dates when

silk compound weave textiles (both tabby and twill forms) were being




produced in the East, then it would mean that the silk examples were
somewhat later in date than the wool examples. For example, the wool
compdund weave textiles from Antinoé& have been given at the earliest a
first or second century A.D. date, and more reasonably a third century
A.D. date.

On the other hand the loom reference in the Fdict of Diocletian
mentioned previously and the fact that thé earliest compound weave silks
appear to have come from the late third or early fourth century burial at
Brigettio, would suggest that the production of silk and wool compound
weave textiles were concurrent. Neveréheieés, it is curious that the
majority of the other silks have been dated to the fifth (Marseille),
sixth (Antinoé énd"Avdat), and eighth centuries A.D. (Pella). Of course,
‘the survival of the silk compound weavé textiles probably represents
fortuitous accidents, but it does make clear that statements such as
those quoted initially in this chapter by King concerning 'the fact' that
wool examples tend to be mere copies of silk compound weave textiles,
should be regarded'with a degree of cautiop.‘

It would seem reasonable to suggest in respect to the dates and the
so-called ‘artistic’ value of both the wool and silk compound' weave
textiles that the waol examples were the éérliest, but that they were
shortly followed by the silk forms. The two types of textiles appear to
have satisfied different demands, and as I hope to show in a later
chapter, different functions. I£ would also seem likely that the two
tyfes of cloth were made in the same enviroms, although judging from the
clear distinction which has already been made between, for example, flax
qnd wool weavers, it would seem highly inikely that a weaver who

produced a wool compound weave textile would also produce a silk form.



The last statement also introduces the question as to wherg the silk
compound weave textiles discussed above were actually made. The same
range of potential so&rces aé noted for the wool compound weave textiles
in the previous chapter, namely, Egypt, Syria and the Sasanian lands are
usually put forward for the silk examples. Once again, while there is
considerable circumstantial evidence to support these claims there is
little actual proof. For example, the presence of Syrian merchanfs and
soldiers etc., at Brigeﬁ?, would suggest that fhey may have 5rought some
Syrian silks with them, thus giving the compound weave silk found there a
possibly Syrian origin. On the other hand, Menas flasks have also been
found in Hungary, so if é;;féally Egyétian product could be found there,
why not another? (Lengyel and Radan, 1080, 200, pl. cxlviii). A third
possibility which has to be considered is that they may have been the
product of a Nofth European silk industry.

Until some firm evidence can be obtained concerning the proper Greek
or Latin word for compound weave textiles (béth silk and wool forms) and
more' accurately recorded archaeological examples are presented, then
questions about the place and time when wool and silk compound weave
textiles were actually made must remain as 'guestiﬁates‘ of varying
degrees of value. If, however, the assumption is correct that compound
weave textiles in wool from the Vest predate comparable silk examples,
this may form énothef indication that the‘hyPotﬁesis given in Chapter 3
may be correct, namely that the origin of compound weaQe textiles in wool

should be sought in Eastern Turkestan rather than in the Near East.
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©0. EVIDEECE FOR THE TYPE OF LOCH OR LOOKS

. USED TO PRODUCE COXPOUND VEAVE TEXTILES

9.1. Introduction:

The following ;hapter ic intended to cover a variety of questions
concerning the way in which compound weave textiles were woven. In order
to do €0, the chapter has been divided into three sections; firstly
extracts from A series of private and unpublished correspondende between
the late English textile historian G. M. Crowfoot and a then student at
Oxford University, R. J. Charleston, who was 1ﬁterested in the history of
Roman textiles '[1]. In these letters both Crowfoot and Charleston
outlined their opinions concerning the origins of compound 'weqve
textiles, and the form of loom which may have been used to make them. A
number of salient points were made and these will be discussed in detall
following the extracté. These points include, for eiample, the question
whether the ‘drawloom' used to produce compoﬁnd weave textiles in China
was the same type of loom as used in the Fear Eastern to weave compafable
textile.

Secondly,i there will be a discussion ‘concerning the range of
technical information which can be extracted from the compound weave
textiles in silk and wool and subsequently'used for the defining of ﬁ%ﬁa
type of loom used (9.3.). The information relatés both to the method in
which the textiles were made, and on what form of loom. Thirdly and
‘finally, there will be a description and discussion about “traditional"
types of looms currently being used in Akkmim, Egypt and at various

pPlaces in Iran, to produce compound weave textiles in cotton (9.4.).



9.2.1. The Charleston-Crowfoat Correspondence

L
Between 1030 and 1050 a series of letters were written hetdéem the

textile historian Grace Crowfoot and an ex-student of Classics, Oxford

University, Richard J. Charlestoi. Many of these letters were written

during the Second World Var, while Charleston was serving in the armed
forces in India and Ceylon. During his period in India, Charleston
became very interested in the silks excavated by Sir Aurel Stein at the
Central Asian site of Lou-lan which were housed in the Imperial Museum,
New Delhi (later renamed the National Museum of India). Permission was

granted by the then director of the muséum, (8ir) Mortimer Wheeler, for

Charleston to examine in detail many of the Stein textiles. The

examinations were carried out with the hope of incorporating the

information into a thesis on Roman textiles, Unfortunately, although

Charleston worked for several years on this project, he was unable to

finish the work (Charleston, pers. comm.).

The following extracts were chosen because they include references
to both Charleston's and Crowfoot's views on the type of loom which may

have been used to produce various compound weave textiles found in China,

Eastern Turkestan and the Near East. The first extract comes from a

letter which was sent by Charleston to Grace Crowfoot. It was dated 3rd,

November 1945 and was sent from Ceylon:

"Secondly, the term “draw-loom", I don't Dby that
necessarily mean anything very complicated like a Jacquard,
but I suppose basically any system which by the attachment of
leashes (possibly primitive in the extreme) achieves the
raising of selected pattern threads without interference with
the rest of the warp, and thus makes over the function of the
shed-rod. This seems to me the natural line of development.
Any complicated heddle-system of pattern-weaving to my mind
necessarily works from point-paper on the principle of noting
the behaviour of each warp-thread and putting all those of
similar behaviour into one jeddle. I can't see a jump from



what is in effect tapestry-weaving (even 1if aided by two
heddles for the basic weave) to that. And I think Flanagan
has made the point for the draw-loom in his article in the
Burlington Magazine on the scale-harness in the weaving of
the purple silks - but at just what date?" (2]

Grace Crowfoot replied to these comments in a letter sent from Beccles,

Suffolk, dated January 12th, 1946:

"Now for the drawloom. I take 1t that it probably
originated in China and the history of its evolution is to be
found in China, in the literature, or in survivals in out of
the way places, where perhaps some of its precursors may
still exist ...

I accept the view of good authorities that the early silks
show that the drawloom was already in use in China as early
as the Han period. Nor have I any objection to the
reasonable view that good weavers, Syrian or Egyptians seeing
Chinese (or other) patterned siiks would want to imitate them
- perhaps at first, as Pfister [3] suggests, on their own
looms - and then 1later, possibly on a more evolved type.
WVhere I differ from American ard other writers is that where
I find a weave easy to compass on the simpler types of loom I
am unwilling to posit the craw loom as they so light
heartedly do, e.g. Lillian Wilson at Karanis etc [4]. You,
like other moderns, and Flanagan, and Lee of Birkenhead, find

drawlooms so obvious [5]. Lee said to me once: "Vhy do you
fuse so about the drawloom? Sticks and string.. a man might
think of it at any moment". Quite so. But did he? The

queerest thing in +the history of the evolution of the
drawloom is that it wasn't till the 18th cent. that French
brains (after years of conscious experiment) finally got a
type, Jacqart [sicl, which could be worked by one weaver.
Before, what a great contraption, with human drawboy to help
get the pattern. Worth it for fine silk pattern work ete, the
trouble of setting up, and the vages of man and boy but for a
simple bit of work, would it be cheaper than the easy set up
and more hand labour in the weaving? Of course it is not
incredible that some primitive device for raising special
threads <(other than the pattern stick) should have been
devised ..... it is a bit odd tlat it shouldn't have survived

++. but that may have happened .....

"Anyhow there's someone in America who feels a little bit
like me. In the Dura Report Louise Bellinger now regards the
compound silk found at Dura (No. 263) (formerly thought to be
Chinese warp pattern) as weft pattern [6]. Her reason is
that ";,it would be almost impossible first to set up so many
warps ..... so close together ..... and to beat the weft up
.evenly between them" If a weft pattern she says: "It is a
simple process ..... * The funny thing is (though she doesn't
say s0) is that if a weft pattern, the weave is identical



with the Twofaced [sicl plece that Mrs Griffith and 1

dissected!" (7]

In reply to these comments Charleston wrote from Ceylon on the 22nd,

April 1946:

"1 am sure I know what you mean about draw-looms and it is
just your approach that 1 sympathise with. 1If that is not
being a "modern" then I am not a modern. But I think the

inci of a draw-loom is simple, even if the mechanism is
complicated: what you do in effect 1s to have a special
apparatus apart from the ordinary weave-building mechanism,
in order to meet the exigencles of that fundamentally un-
textile thing - a pattern borrowed from the world outside
(whether from mosaics or whai-have-you) ..... But conjuring
drawn patterns to go into heddle is a sort of alchemy far

more difficult to understand that i€} that of the draw-

loom. It is a sort of trick, which always works out, but you

rather wonder how".
“Anyway, I rather wonder vhether a stick-and-string draw-

loom with a two or three heddle binding system 1is more
complicated than, for example, an eight-heddle loom with its
complement of pedals and levers and pulleys. And small-boy
labour can never have been much of an item in the East, where
it all began. I think the draw-loom was a separate invention
in the Far East and in the Near East, although it has crossed
my mind whether possibly Justinian's Nestorians didn't absorb
some weaving-technique, as well as a knowledge of rearing

silkworms and reeling the filament?" (81

A number of the points raised in the above extracts are still being

discussed by various scholars aad, as yet, they have mnot - been

satisfactorily resolved. The points which Crowfoot and Charleston refer

to which would seem to be of particular interest in respect to this
chapter are:

(A> Did the Vestern compound weave actually originate in China and if so
what sort of loom did the Chinese uce? Have any of these looms survived?
(B) Vhat form of loom was used in the Near East for the production of
compound weave textiles? Did this type of loom originate in China or was

.

there a separate development? 1Is it possible that the origin of the Near



Eastern loom for the production of compound weave textiles is to be
Sought in India or in neighbouring regions which are more remote?

(C) “"Modernists" versus "stick and string": How did the proposed Near
Eastern lcom compare with later Chinese and European forms of the
drawloom?

Several of the points highlighted above have already been discussed
in previous chapters, for example, as regards the question whether the
compound weave originated in China or not (see Chapters 4 and 5), and
whether the Dura example was of Chinese or WVestern origin (see Chapter
4). The other points raised above will now be discussed in greater
detail.

Before doing so, however, it is necessary to give some indication of
the differences between ‘simple’ and more 'compléx' loom forms, such as
the drawloom. In particular, a description needs to be given of the
feature which differentiates the drawloom from other loom forms, namely
the way in which the warp threads are manipulated during the weaving
process. In order to understand these differences, it is necessary to
give an idea of how the 'shedding' operation of a loom works and to

identify which elements 'make' a drawloom.

9.2.2. The patterning device of a drawloom

The basic act of weaving has already been described in the
introductary chapters of this thesis. Suffice it to say here that weaving
involves the passing of a thread (the weft thread or pick), under and
over the warp threads (ends), which are usually placed at right angles to
the weft threads (see fig. 2). In order to achieve an even structure it

is necessary to work with the warp threads under tension. The stretching



or tensioning of the threads is achieved by securing the warp in some
manner at both ends. The different methods of securing the warp will be
discussed later.

It is possible to introduce the weft thread into the warp by hand,
for example by using a needle or a stick around which the thread intended
to be the weft has been wound [0]. Tle weft thread is then 'woven' under
and over the individual warp threads. Such a system is time consuming,
and at a very early date a device, probably just a stick, appears to have
been added to the loom in order to separate the warp into ‘'upper' and
'lower' threads (fig. 156).

The separation of the warp threads in this manner, produces the
shed, ana it is an essential element in the weaving process. The simplest
form of shedding involves two operations:

(a) the warp threads are divided into even numbered threads which
liﬁfbove the' stick or rod, while the uneven numbers lie below. The
threads above represent the natural shed (fig. 157).

(bY in order to obtain the other shed (countershed), the even warp
threads have to be lowered (fig. 158).

A heddle arrangement of this type will produce the simplest binding
system, namely the tabby weave, whereby the weft threads go over one warp
thread, under one, over one, etc. The order represents the weft thread
being throyn through each of the two sheds (1, 2; see fig. 2). In order
to produce a more complex binding system, 1.e. a twill weave or a
compound weave, the order in which the warp ends are arranged has to be
altered.

The simplest method of elaborating on the basic binding system is to

add shed rods. In some cases, however, once a rod has been used it must




'be removed so that the next rod in the pre-arranged sequence can be
raised [10]. Such a system means that either a large quantity of rods
have to be inserted prior to weaving or that once a group or block of
rods have been 'used' then they have to be re-inserted, thus prolonging
the weaving process. By the addition of loops to the rods, through which
certain of the warp picks are passed, it is not necessary to remove the
.sticks as the passage of the warp threads behind the first stick is not
hampered (fig. 159). Rods with some form of looping system are described
as heddle or pattern rods, depending on whether they are used to produce
a particular weave, i.e. a twill weave, or whether they are used to
create a figured pattern within the cloth (Burnham, 1980, 71, 97). The
rods can be either lifted by hand or, as with more complex forms of
iooms, iifted with the help of a mechanical device of some form.

Various mechanical devices can be used in the drawiocom to 1ift the
warp threads. According to a description given by the Canadian textile
historian D. Burnham in her book Warp and Weft, a drawloom is a handloom
used for figured textiles which has a special type of figure harness to
control some or all of the warp ends (Burnham, 1680, 48). In additionm,
it is capable of controlling each warp end separately (ibid.). The cords
which control the figure harness allow the automatic repeat of a pattern
across the width of the textile; a pattern in the length of the textile
1s produced by repeatedly pulling the leashes in the same order (ibid.,
49). ' The Swedish textile historian A. Geijer gives further details to
this basic description: "An essentiql feature of the drawloom figure
harness system is the special 'leashes' fitted with 'lingoes' or weights,
which make it possible for them [the i{ndividual warp ends] to be raised

and lowered independently of the main shafts. The leashes to be raised



and lowered simultaneously are joined at the top to necking cords and

pully cords, one for each pattern shed to be opened" [11}.

Based on these two descriptions it could be argued that a drawloom
must have a figure harness system wiich includes weights or ‘lingoes'.
The official CIETA definition of a drawloom, however, does not include
the lingoes in its description [123. It does, however, define a ‘lingo’
as being: "The weight on the lower end of the leash in a drawloom"
(CIETA, 1964, 30). The word "“leash" is alsoc used for part of the
pattern mechanism of a drawloom, in combination with mails, necking
cards, and comber boards (CIETA, 1964, 20).

All of these terms are associated with the Jacquard form of drawloom
[13). So perhaps it can be suggested that the terminology used above
reflects CIETA's origins in the French silk industry, which for over two
centuries has been‘using various forms of the Jaquard loom which was in
operation by 1804 [14]. ks the term '‘drawloom' has these connotations,
it would seem advisable to avoid this name when discussing late Roman and
early Islamic examples of compound weave textiles, especially those in

wool.

9.2.3 The Looms of China

Following on from the above descriptions of the basic mechanical
details of 'simple' and drawloom, it 1is now necessary to return to
several points raised earlier. The relevant points are: what evidence is
there for the tfpe of looms used in China and the Near East during the
relevant periods? What evidence does a study of the structure of the
compound weave textiles provide for suggesting the type of loom which may

have been used to make the pieces? Finally, are there any surviving



looms which can be used as comparative material for the type of loom
which may have been used to produce the provenanced compound weave
textiles included in the main catalogue?

It has been suggested by various modern authors that the type of
loom used for the production of warp-faced compound weave textiles from
the Han period in China, resembled the drawlooms depicted in various
seventeenth century, and later, Chinese illustrations (fig. 160> [181).
Yet it would appear that there is no evidence to suggest that during the
two Han Dynasties the Chinese had actually used this form of loom. Based
on archaeological and contemporary representations of looms, it 1is
possible to show that at least two speclfic types of looms were used. The
first form is the body or foot-braced loom which has been identified from
surviving parts of the loom, and a small bronze model {161. The second
type is a treadle loom, which has been identified from contemporary Han
representations in comparison with more detailed illustrations from the

early eighteenth century onwards [17].

Various wooden objects, some with bronze ends, were found in a

Bronze Age (ca. 206 B.C. - A.D. 8) tomb at the site of Yunnan, in
Southwest China (Tomb 17, fig. 8> ([18]. The wooden ‘'objects' were
described by the excavators as being: “four parts of dao (knife)-shaped
bronze utensils found in one case"™ [19l. In a nearby tomb (Tomb 1), a

bfonze container for cowrie shells was found which had small figures of
weavers at work on the 1id [20]. Several of the 'sticks' associated
with the looms were of a similar shape to the wooden ‘objects' found in
Tomb 14. As a result of this similarity, a Canadian specialist on Asian

textiles, J. Vollmer, has identified the objects from Tomb 14 as being: a



cloth beam with pronged ends, a Warp beam with thickened ends, a sword

beater and a tubular shed stick with a bow shaped bar [211].
According to Voiimer, the pieces from Yunnan represent the earliest

evidence of an East Asian loom (Vollmer, 1977a, 78). The foot-braced

loom was capable of producing tabby weaves, fancy twill weaves and weft-
figured cloth using pick-up pattern techniques (Vollmer, 1977a, 81-82).
Voilmer, however, did not mention this form of loom in connection with

the production of warp-faced compound weave textiles. Indeed, it would

seem highly unlikely that this type of loom was used for this form of

cloth, as +there was no mechanical (as opposed to direct, human

introduction of the pattern) device associated with this form of loom
which could have created a pattern in a complex warp-faced weave.

Another form of loom which is known to bave been used during the Han
period is the treadle loom. Depictions of this loom have been found on a
number of Han brick reliefs from various sources (fig. 161) [211. So
far, however, it would appear that no parts of this type of loom have
survived. Nevertheless, based on the reliefs various authors have made
suggestions concerning the way in which they may have been operated.
Syiwan, and later Geijer, for example, have compared a representation of
a2 loom found in the family tomb of Wu in the Shan-tung Province (mid-

second century A.D.), with é form of back-tensioned loom used in the
eighteenth century for the weaving of cotton (figs. 162 and 163) [22].
There is, however, in the various published illustrations of the
Han period loom no indication of the bar and tension lines which are
normally associated with body-tension lﬁoms, which stretch from the back
of the loom to the weaver, thus producing a very characteristic void

shape, a detail which is clearly depicted in the later engravings.



Further, the Han depictions clearly chow such details as the position of
the weaver's feet, a point which Sylwan describes as indicating the
artist's familiarity with the type of loom being drawn (Syiwan, 1949,
166). So if the arist did intend to represent this type of loom, why did
he miss out the details of the bar and tension lines? It would also seem
uniikely that the weaver would have been able to turn in the manner
suggested in the Han relief in Figure 161, if she was using a body-
tensioned loom which was tied to her waist. Perhaps therefore the artist
was trying to depict another form of loom.

In an article by Becker and Vagner on Han monochrome patterned
silks, the two authors have identifisd various elements of a loom which
they regard as being depicted on the Han brick reliefs (see figs. 164 a,
b; Becker and Vagner, 1981, 22). Trese elements include the following
items: a solid frame, two beams, a slanting warp with a shed stick, a
heddle shaft, and two treadles; there 1is no evidence to suggest that
there was a reed [23]. The Becker and Vagner 'Han loom', however,
appears to have been only capable of producing plain, rather than figured
cloth. According to Becker and Vagner one explanation of this limitation
lies in the fact that the loom only used one heddle with a shed stick,
and that there was not enough space between the weaver, heddle and back
of the warp for even a simple patterning device, for example, pattern
rods (Becker and Vagner, 1981, 22).

The late, Chinese textile historian, Nia Xia, has suggested that 1t
would be feasible to produce complex forms of weave, namely warp-faced
compound weaves, on this "Han" forn; of loom, but that it would be
necessary to make various modifications to the loom's construction (Xia,

1972, 20-24). Becker and VWagner tock this idea further by suggesting



that these modifications would involve extending the horizonatal warp in
order to accommodate the pattern rods, plus having two heddle shafts with
treadles (Becker and Vagner, 1881, 22). Vhen considering the

sophistication of various extant monochrome patterned and compound weave

textiles which appear to have been produced as early as the fourth

century B.C., it would seem to suggest that if Xia's suggestion 1is
followed, there existed the necessary ability to produce such
modifications ([241. It can also be shown that during the first

millennium A.D. various changes and adaptations took place 1in the

repertoire of Chinese weavers, for example, the introduction of compound

twill weaves at some point during the the sixth/seventh century A.D [25].
It can be suggested that these additions to the weaver's repertoire may
indicafe that changes, or perhaps modificatioms, took place'in the manner
in which the looms were operated.

In support of Xia's idea that tie Han loom was probably used to

produce compound weave textiles rather than a drawloom, Burnham and

subsequently Becker and Vagner, have discussed various technical aspects
of the Han textiles found in Eastern Turkestan which they felt pointed to
the use of a simpler form of loom [26]., The arguments raised by these
writers are centred around the concept that it is possible to weave
complex warp-faced compound weave textiles on relatively simple loom
forms. Burnham, for example, wrote tiat the setting up of a full draw
system would have involved the indiviiual control of somewhere in the
region of 5,000 or more ends, when the pattern repeat may have only
needed between ten or forty leashes which could have been accommodated
using "special shafts or ..... hedile rods" (Burnham, 1965, 31).

According to Becker and Vagner in their article on Han monochrome pattern



weaves, the two writers have actually woven compound weave textiles on a

simpler form of loom, namely a modert hand-loom with two shafts and two

treadies (Becker 'and WVagner, 1681, 220). As a result of these

experiments they felt justified in saying that:

"The argument for the use of a drawloom in the Han is
postulated, often repeated but never seriously argued, that
the Han figured weaves could not have been woven without it.
OQur practical experiments show that this postulate is
incorrect: we have been able to weave all of the Han weaves

with much simpler equipment (Becker and Wagner, 1981, 22)
It can be suggested from the information given above that there is

no evidence to indicate that ‘true' drawlooms were used in the production

of Han warp-faced compound weave textiles. It would seem reasonable,

therefore, to suggest that a number of parallels which have been drawn
between a hypothetical Han drawloom and the post-seventeenth century

illustrations of Chinese drawlooms should be regarded with a degree of
suspicion [27]. It would also seem more feasible to suggest that a
modified form of the 'Han' treadle looms depicted on various brick
reliefs could have been the loom type which was used to produce Han
compound weave textiles.

One point, however, which shoulid be raised when presenting this
hypothesis is the question as to when thke drawloom was developed in
China. A clue to this question may lie in two Sang (A.D. 960-1277)
period depictions of Chinese looms with draw harnesses which are referred
to by Becker (Becker, 1987, 261). Botk looms have what appears to be two
shafts and a drawharness. Becker, however, suggests that the earliest

depiction of a true Chinese drawloom is in Song Ying Xing's Tian gong

Katwu (The Products of Nature and Man), which was published in 1637



(Becker, 19078, 262). FNevertheless, an earlier depiction would seem to be

in a series of lithographic engravings called the Tan-jen-i-chih which
was produced in about A.D. 1264 [28].

Vhen I asked De Jonghe about tie date of the loom he was of the
ang dynasty date and that this could be shown by

opinion that it was of T'

the appearance of "Chinese samietweefsels en vooral Chinese keper 3 -

keper 6-damasten" during the T'ang dynasty (A.D. 618-907; De Jonghe,
pers. comm.). The type of textiles which De Jonghe is referring to have

been found at various sites in Eastern Turkestan, for example, at Astana,
grave 302 [301.

It would appear, therefore, that the Chinese drawloom was developed

sometime during the fifth or more likely the sixth century A.D. and that

by the thirteenth century it had become fuily developed. As a result of

these points, therefore, it would seem highly unlikely that it was this

loom which was the ancestor of the loom used in the Vest to produce the

compound weave textiles found in Egypt, etc.

6.2.4. Central Asian Looms

Another point raised in the Charieston/Crowfoot letters was that the
ideas behind the development of the loom used to produce compound weave
textiles may have spead from China via Central Asia/Eastern Turkestan or
India, to the Vest. The first two elements of this suggestion have been
discussed by various scholars, for example, Sylwan in her book on silk
textiles from Lou-lan and Edson Gol (Sylwan, 1049, 164-169). The second
part, the influence of India, has been notably neglected. Sylwan

referred to the possible influence of India on Central Asian textiles but



only in passing. Other writers, such as Geljer, are notably silent on the
Subject (Geijer, 1979). Yet, wher considering the relatiely cilose
Proximity of India, with her well-developed cultural and mercantile
contacts, with Central Asia during the first half of the first millennium
A.D., such possible lines of contact would seem worth exploring.

It is necessary to explore the question concerning the evidence for
Possibly looms used in India and Eactern Turkestan during the relevant
Period from several different approaches. These include the archaeological
evidence for various forms of looms as well as documentary and
lconographical evidence. In addition it is necessary to give some details
concerning the type of looms which are still in use in more remote areas
of India and the Himalayas. The last line of enquiry is necessary for two
reasons, firstly, little evidence appears to have survived from the
period in question. Secondly, a remark was made by Crowfoot concerning
the possibility that Kashmiri shawl makers might still be using a relevant
loom form.

Many thousands of textiles hava been found in Central Asia by
explorers such as Stein, Hedin and Bergman, during the early years of this
century, and by Chinese archaeologists from the 1950's onwards (31]. Yet
there would appear to be very little information available concerning the
form of loom (or looms) which bad been used to produce these textiles.
Presuming of'course, that at least some of them were made within the
vicinity of where they were found. Sylwan had no doubt that the people‘of
Lou-lan, for example, possessed "both the qualifications for and the
possibility of making looms" (Sylwan, 1949, 96). Some objects have been
found in Eastern Turkestan which can be associated with the process of

weaving. Stein, for example, found part of a wooden comb with sixteen



teeth at the site of Niya. This is very similar to wooden combs from
Roman Egypt which are normally described as "weaving combs" and which were
probably used for weaving tapestries and wool textiles [321. It is also
similar in appearance to the wooden combs used in the present day by the
Qashqai'i of Iran for the weaving of carpets (Vhitworth, 1976, pl. 27).
It would seem feasible to suggest, therefore, that the Fiya comb may have
been used for beating down the weft threads on a vertical loom, perhaps a
carpet loom or a tapestry loom.

During the early 1930's the Swedisl archaeologist, F. Bergman, found
parts of a heddle while working in the Edsen-Gol region of Eastern
Turkestan [33]. The heddle was described as follows in the archaeological

reports by Sgmmerstrom:

"Small fragments of rod with heddles (?) consisting of a row
of flat, thin strips of cane, tied round a narrow wood stick
(probably one of two larger sides of a rectangular frame).
2.5 cm from the stick, and parallel to 1it, there runs a fine
thread drawn through each strip. Unique. L. of stick 7.5 cm.
L. of strips c. 12 cms". [341].

Unfortunately, due to its poor state no further conclusions can be drawn
from this object apart from the fact thai the loom must have used at least
one heddle.

Similarly, the loom represented in the seventh century A.D. painted
panel depicting the legend of the "Silk Princess" is also incomplete; the
paint being damaged along the lower edge of the panel, including,
unfortunately, the region where the loom is represented [351 (fig. 164).
The panel was found in 1900-1901 at Dandan-Oilik by Stein (Stein, 1907,
259-260; 300, pl. LXIID. The story depicted concerns the traditional

story of how a Chinese princess who was to marry a king of Khotan was able



to smuggle silk moth eggs in her elaborate hair decoration, thus
introducing sericulture to Central Asia [36]. The figures depicted from
left to right are a female deity frobably associated with silk worms and
weaving; a male deity assoclated with weaving; the silk princess near a
basket which Stein describes as the princess "offering protection to a
basketfull of unpierced cocoons, and finally, an attendant of the princess
who 1s pointing to the headdress where the silkworm eggs were hidden [37].
At the bottom right-hand corner, near the Princess's left hand, there is
an object which appears to be a loom. In Figure 165 I have attempted to
reconstruct this loom; but it should be stressed that the sketch is only
tentative.

A copy of Stein's illustration of the panel, plus my own sketch was
shown to J. Allgrove-¥acDonald and J. Vollmer. Accofding to Allgrove-
MacDonald there was not enough information to give an opinion. Similarly,
Vollmer wrote that "I have no doubt that the illustration [on the panell
in question is an artist's impression of what a loom should be rather than
an exact depiction of one"” (Vollmer, pers. comm). Vollmer, however, then
wrote that he thought it might be a depiction of a body-tension loom "of
sorts" and’suggested that (in my illustration) (a) might be a breast beamn,
(b) might be a heddle which should be read as: "a pair of parallel rods
within a frame rather than a solid board*; (c) might be for controlling an
"arc-like piece which would have been controlled by the weaver's foot not
unlike the Japanese Iizarabata or depictions of Han Chinese looms during
the second century"; (d) might be a shgd stick, and finally, (e) might be
a warp beam. No suggestion could be given for the function of the knob-

like object at the 'bottom' of the loom [381.



It is therefore possible to interpret the Silk Princess' loom as a
horizontal variety and, further to this, to suggest that it was capable of
producing tabby weave cloth. It cannot, however, be used as satisfactory
evidence for suggesting that this was the vform of loom which was used to
produce compound weave textiles in Eastern Turkestan.

In conclusion it can be stated that there is no satisfactory
evidence from Central Asian sources concerning the loom types which were
used in this region during the first millennium A.D. As a result, no
information can be given concerning the precise appearance of an Eastern
Turkestan loom which may have been used to produce either silk or wool

compound weave textiles.

9.2.5. Indian Looms

Indian textiles from the early part of the first millennium A.D. are
referred to in various sources, for example, textiles described as Indian
were found at the site of Niya by Stein [39]. Similarly, raw cotton has
been found at the Red Sea port of Quseir al-Qadim which could easily have
come from India (40]. The view that the cotton originated in India is
supported by several details. Firstly, India is known to have a long
history of producing cotton cloth, for example, cotton cloth was found at
the third/second millennium B.C. site of Mohenjo Dara, in present day
Pakistén [41}. Secondly, the port of Quseir al-Qadim lay on a sea-trade
route which ultimately stretched from China, via India and Arabia to the
¥ile valley, and various goods of Indian origin have been found there, for
example, Indian pottery from the first two centuries A.D. has been found

at Quseir, including one fragment which has a Tamil-Brahmi inscription

(Vhitcomb and Johnson, 1982a, 263).



Silk cloth was also produced in ancient India, and there seems to be
no doubt amongst Indian scholars that the techniques of silkwork
cultivation and silk weaving originally derived from China (42].
According to the Indian historian, L. Gopal the Sanskrit word Cina, before
the name of a piece of cloth or garment, indicates a Chinese origin
(Gopal, 1961, 65), Gopal also refers to the Pali word cinamsuka, which he
defines as being a Chinese silk cloth made specifically from mulberry or
cultivated silk worms (Gopal, 1961, 64-65). Interestingly, by the fifth
century A.D., silk weaving in India had become sufficiently established
for it to be organised into guilds. According to R. J. Mehta, a temple in
Halwa in north western India was dedicated to the sun-god Surya by‘the
guild of eilk weavers in ca. A.D. 437 [43].

Unfortunately, although numerous early Indian terms for and
references to silk textiles have survived, little information appears to
be available concerning the exact appearance of these textiles, how they
were made or upon what form of loom. Gopal, for example, refers to ten
different words associated with silk and silk cloth, but in respect to
this thesis these are not bhelpful [441. It would seem necessary,
therefore, to say that although silk weaving was introduced into India at
an early period, perhaps during the first centuries of the first
millennium A.D., there is no indication of which types of cloth were
actually being referred to or which form of loom(s) may have been used to
weave these textiles.

In the letter from Crowfoot referred to previously, it was suggested
that the origins of the loom which used to produce Kashmir shawls may give
a clue to a more ancient loom form. One of the problems which arises when

looking at the history and development of Kashmir shawls is that many were



not produced in Kashmir and that by the nineteenth century the use of
‘modern' western looms had already started to make an impact on the
methods by the Indian weavers who made these shawls [45]. The earliest
references to the introduction of weaving of Kashmir shawls appears to be
a legend centred around the fifteenth century figure of Zain-ul-'Abidin,
who was also called Akbar of Kashmir (Irwin, 1673, 1). Apparently it was
Zain-ul-'Abidin who introduced weavers from Turkestan in the Kashmiri
region (Chandra and Agrawala, 1959-62, 35-40). Ko actual proof for this
legendary attribution, however, appears to exist (Irwin, 1973, 1). In
addition, the Indian historian M. Chandra believes that an eleventh
century A.D. writer called Kschemendra was referring to a weaver of
Kashmir shawls when he wrote that a weaver had been dismissed from his
post because he "whiled away his time in spinning, drawing out the
patterns and weaving the patterns on the strips with tujis or eyeless
wooden needles" (Chandra, 1973, 236). Unfortunately, no further details
were given. |

In a recent work on Kashmir shawls, a shawl weaver called Ghulam
Mohammed Kanihama was interviewed by a Dutch writer called E. Mensinga,
about the introduction of shawl weaving intc his remote village of
Kanihama in Kashmir [461]. According to Ghulan Kanihama one of his

forefathers called Mirza Samad settled in the village in A.D. 1777 and

introduced the villagers to the techniques of Kashmir shawl weaving. The

industry flourished for many years in the village, but there are now very
few people working on the shawls (Mensinga, 1984, 65). The looms and
weaving techniques which they use are described by Mensinga and the

weavers as being the 'traditional' forms (Mensinga, 1984, 63, 64-65).



The looms depicted by Mensinga are small and have two heddles and a
reed to control the warp (Mensinga, 1984, pl.3). The warp is fixed to a
moveable back beam, but because of the limited workshop space, the warp is
first passed over two beams to form a U-shaped bend in the warp threads
(fig. 160). It is interesting to note that the same type of loom was
depicted in an illustration from 1820 which is now in the Indian Office
Library, London [47]. The pattern of the shawl is introduced into the
warp by hand using a pick-up system with small bobbins which have been
wound with variously coloured threads (up to about 3,500 bobbins per shawl
are not uncommon; Mensinga, 1984, pl. 5). The ground weave is a 2/2 twill
[483. Apart from the heddles which are attached to foot treadles, there
is no indication of any mechanical patterning device. It would seem
uniikely, therefore, that this form of loom can be seen as the descendent
of a loom which could produce the more rigid patterns in few colours which

are associated with compound weave textiles.

Apart from the pioneering work of the Swedish historian, G. ¥ontell
and later that of R. A. Innes and V. Ronge, little work appears to have
‘been carried out on the types of looms used in other regions which
neighbour northern India [40)}. As a result it is not possible to establish
satisfactorily whether a loom type has survived in these regions which
could be described as an ancestor of the loom used to produce compound
weave textiles in the West. There are similarities, however, between the
foot-braced loom used in China which was described previously and a body-
braced loom which, according to Montell, was used during the nineteenth
century by a Tibetan tribe in the Hagghan mountains near Suchow in the
Chinese province of Kansu Tibet. The Tibetan loom was described and

illlustrated by Montell <(Montell, 1934, fig. 2). It consisted of a



rectangular frame of logs within which the woman sat. One end of the warp
was fixed to her waist, the other end was fixed at the other ends by a
variety of means, perhaps a tree, on a stand or around a stake fixed into
the ground. The warp was kept in place by using a single heddle with a
laze rod and one or more pattern rods. The wefts were beaten in using a
sword beater. According to Montell, the Tibetan loom can be compared with
the loom used by the Aino people who live in the northern islands of Japan
and along parts of the northern coasts of China [{50]1. The weaver using
the Aino loom also sits within a rectangular frame and has the warp tied
to her waist, but the other end of the warp is fastened to a back beam
which is an integral part of the loom (Montell, 1034, figs. 1-7).

In a recent book on Nepalese narrow patterned cloth and their loom, it
was suggested by the author S. Dunsmore that some of these looms were of a
very ancient origin, although it should be noted that what constitutes
‘ancient' was unspecified (Dunsmore, 1983, 2). According to Dunsmore, the
following looms are currently in use in the Kosi Hills of Nepal:
horizontal ground looms; vertical carpet looms; tablet looms; back strap
looms; outdoor bamboo/wood treadle looms with throw shuttle, and portable
frame treadle looms with four heddles (Dunsmore, 1983, 4). All of the
looms were made locally (Dunsmore, 1983, 8, 29). One of the looms which
she illustrates is a back-tensioned horizontal loom which is reminiscent
of the Chinese back-tensioned loom mentioned previously. The XNepalese
loom, however, is much smaller and uses two heddles operated by a foot
treadle (fig. 167). The pattern is introduced by using a pick-up system
whereby the supplementary weft picks are introduced by hand using
variously coloured threads wrapped around three or four bobbins. The

average width of cloth produced on these looms is only 18 cms for men's



caps and 40 cms for women's shawls (Dunsmore, 1983, 18-23)., It would seem
unlikely, therefore, that this form of loom could be seen as the direct
descendent of the loom type which produced the compound weave textiles.
On the other hand, as some comparisons can be drawﬂbetween the body-braced
looms of China, Tibet and Nepal, it would seem possible that other forms
of looms may once have existed in these regions, which could be compared
with the 'Han loom'.

In conclusion then, although it can be shown that the concept of
compound weaves did appear to travel from China, via Eastern Turkestan to
the Near East, at present there is no satisfactory evidence to indicate
that the concept of a loom suitable for producing this type of cloth also
travelled from China to the Near East. This leaves open, therefore, the
possibility that the origins of the loom which was used to produce the
compound weave textiles in the Near East should be sought for in Vestern

looms.

9.2.6. Looms from the Near Eastern

The amount of information about the types of looms which were in use
in the Fear East during the relevant period is considerably more than that
available from China, Eastern Turkestan or India. Representations of
looms can be traced back to the Prehistoric period (ca. 4500-2900 B.C.) in
Egypt, while they are not an uncommon motif in Greek pottery from various
periods (513. A further, and valuable source of information are the
remains of individual looms and building complexes which would appear to
have’been used as weaving workshops, which have been preserved at a number

of sites throughout the Near East (521. One final source of information



are relevant texts in the form of 1literary manuscripts, personal
communications and official records.

From the range of information given above, plus various articles and
books written by modern writers on the subject of looms, it is possible to
identify three basic types of looms which were in general use in the Near
East, until, at least, the end of the first millennium A.D. [53]. These
are the horizontal or ground loom; the vertical or fixed-beam loom and the
warp-weighted loom.

The Ground Loom: This type of loom is of a very simple construction and
merely consists of a horizontal warp which has been stretched in its
~entire length between two beams (fig. 168). The beams are kept in place
by pairs of pegs which have been driven into the ground. One shed is a
natural shed, while the countershed is obtained by lifting a simple heddle
or heddie rod (Roth, 1950, 45-46, fig. 89). The weaver started at one end
of the warp and worked until she reached the other end, moving the
position of the heddle as she wove (ibid.). The oldest Near Eastern
representation of this loom is on a Predynastic/Badarian period (ca. 4500-
4000 B.C.) bowl which was found at Badari in Lower Egypt by G. Brunton in
the early 1920's [54}. The bowl was found in a woman's grave (no. 3802),
and clearly shows a horizontal loom which has the warp threads stretched
between two beams; the beams are kept in place by four pegs which are tied
near the beam ends (fig. 160). Three lines cross the warp at the centre
and may represent rods, perhaps a heddle rod, plus two sticks for keeping
the warps in place and to help in producing the natural shed. To the
right of the loom there are three lines which may indicate three throws of
the weft. To one side of the loom there is an object which may be a

weaving comb, but this is purely speculative [55]. Above the loom there



is a representation of two figures holding or carrying a long 'string' or
pole over which thread-like strands have been arranged. Brunton and
Caton-Thompson have suggested that these figures may be preparing a warp
by hanging 1lengths of yarn over a cross-pole, which would seem a
reasonable suggestion, but it should be stressed that there is no actual
evidence for this idea [561].

More detailed depictions of the horizontal or ground looms can be
found in a number of Eleventh and Twelfth Dynasty (2040-1991 and 1991~
1783 B.C. respectively) tombs at Beni Hasan in Kiddle Egypt. Four tombs
have painted weaving scenes, namely, the tombs of Amenemhat, Khnemphotep,
Baqt and Khety (tomb numbers 2, 3, 15 and 17 respectively) (571, The most
detailed depiction of the horizontal loom is to be found in the tomb of
Khnemhotep [58]. It should be noted, that although the loom appears to be
a vertical loom, it is in fact being shown as a bird's eye view, perhaps
so that all the details of the loom‘could be clearly seen (1bid, pl.
xxix). The depiction of the loom clearly shows the working position of
the heddle rods, stické and sword beater, as well as the places from which
the weavers warked (591. In addition to these painted representations of
the horiéontal loom, a number of Eleventh and Twelfth Dynasty tomb models
have also survived which include the women working at this form of loom,
for example, an Eleventh Dynasty weaving workshop from the tomb of Meket-
Re at Deir el-Bahri [601].

Ground looms continue to be used to the present day in various, more
remote regions of the Near East, although in recent years its use has
declined, probably due to the introduction of cheaper, industrially
produced goods [61]. In the Sudan, for example, a virtually identical

loom was used within the last ten years for the production of long lengths



of coarse cloth; while Berber women of the Ayt Yazza tribe of Morocco use
a horizontal loom which is similar to, although not identical with, the
ancient form (Picton and Mack, 1979, figs. 45 and 47). One reason which
has been given for the survival of this loom type is that it is very
suitable to the life of nomadic people, because it ca; be very easily

packed and later reassembled (Picton and Hack, 1979, 60).

Vertical or Fixed-beam Looms: A second form of loom which has been found
throughout the Near East is the vertical loom. As the name suggests,
instead of the warp being stretched horizontally as in the loom described
previously, the warp threads in this loom form are vertically tensioned
(fig. 170). In order to do this the warps are fastened to two beams (the
top or warp beam, and the lower, breast, or cloth beam). The loom is
placed either vertically to the ground or lent against a firm object such
as a wall. The lower or cloth beam can be fixed into position by one of a
variety of methods, for example by being placed in a slight shallow in the
ground; resting in grooves cut out of heavy blocks, or perhaps fixed to
the ceiling of a room (see for example, Crowfoot, 1941, 141). The weavers
stood or sat at the base of this type of loom and worked upwards (i.e. the
weft threads were beaten downwards). As a generalisation, it would appear
that in the first two examples the warp was released during the process of
weaving, by turning the top or warp beam, while in the third example the
top beam was actually laowered (Crowfoot, 1941. 142). The sizes of these
looms seems to vary, for ekample two looms are depicted in the Eighteenth
Dynasty tomb of Thot-nefer at Thebes which are of markedly different
heights. Based.on the size of the weavers, it would appear that the

upright beams were between three and five metres in height [{63].
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The fixed beam loom has been depicted in several Eighteenth Dynasty
tombs, most notably the tomb of Thut-nefer at Thebes (Davies, 1029, fig.
la). The appearance of this loom during the New Kingdom period (1550-1070
B.C.) has led to speculation that it was introduced as a result of the
Hyksos invasion of the mid-seventeenth century B.C. [64}. There is no

P\Aﬁ \w‘»w,
evidence, however, to suggest that the Hyksos people, wholgriginated in
Palestine, actually brought this form of loom to Egypt, although it should
be noted that the dates when it first appeared in Egyptian tomb paintings
and the fact that the horizontal and warp-weighted looms were both used in
Palestine and Syria would sugges£ that there may have been some connection
(651,

The late English Egyptologists, T. E. Peet and C. L. Voolley
suggested that the horizontal loom may have been in use at an Eighteenth
Dynasty site called Tel el-'Amarna in Middle Egypt [661. The suggestion
Was based on the discovery of a series of paired stone blocks which were
found in three houses in the Workmen's Village region of the site [671. It
was suggested by Peet and Voolley, that these blocks could have been used
t0 support the bed beams of an upright loom (Peet and Voolley, 1923, 78).
Two of these pairs were found in a shallow trench set at an angle from the
houses ang Jjudging from how closely the trenches lie to each other it
woulid seep unlikly that they had been uséd for a horizontal loom (Peet and
Voolley, 1823, pl. XVD.

The fixed-beam loom was also described by Geijer as being a tapestry
loom (Geijer, 1970, 23-24). The description was based on the Egyptian
loom's Similarity to medieval European looms and a seventeenth century

Peruvian loom (ibid., 22-3, 1I, fig. 2. A number of tapestry woven

textileg have survived from the New Kingdom period, for example with the




cartouche of Amenophis II, which was found in the tomb of Tuthmosis IV or
the quiver and glove of Tutankhamun (68]. There is, however, no evidence
to suggest that the fixed-beam loom had been used to produée this form of
cloth or that large tapestries on the scale indicated by the loom sizes
(see above), were being produced in Egypt during the New Kingdom period
(1550-1070 B.C.>. It would seem therefore that the term 'tapestry loom
is not really applicable.

Similar looms, but on a much smaller scale, are also depicted in a
number of Roman sources, for example, the beam looms from the Forum of
Ferva at Rome which was finished during the reign of Trajan (A.D. 08-117)
{601. There is also a smaller two beam loom from the first half of the
third century A.D., which was painted on the wall of the hypogeum of the
Aureilii {70]. Similarly, there is another fixed-beam loom depicted in a
fourfh_century manuscript of Virgils #neid which is naw in the Vatican
Library [711.

The vertical loom has survived to this day in the Near East in a
variety of forms, natably, the vertical carpet loom. The loom is also used
in Egypt for the production of large tapestries, for example those pieces

associated with the Vissa Wassef School, at Haraneya near Saqgara, Egypt

£721.

Varp-Veighted looms: Another form of vertical loom is the warp-weighted
ioom, but in this case the bottom beam is replaced by a series of stone,
mud, or clay weights which tension the warp ends (fig. 171). The warp-
weighted loom was usually stood against a wall in order to produce a

natural shed and the weft was inserted at the top of the loom and was



beaten in with an upward movement, as opposed to the downward movement
associated with the fixed-beam loom described previously.

The ancient nature of this form of loom has been attested ta by the
discovery of loom weights in sequence in regioné as far away from each
other as Forway and Syria ([73]. It is interesting to note that this form
of ioom is still in use in Norway, although it is only confined to one
very remote valley in the north of the country (Hoffmann, 1977, 47-159).
There would, however, appear to be no evidence to suggest that warp-
weighted looms were in general use in Egypt, Eastern Turkestan or China.

There is also a second form of warp-weighted loom which the late
English Egyptologist, A. C. Mace, has suggested may have been in use in
Egypt during the Pharaanic period (Mace, 1922, 75-76). Mace's suggestion
was based on two points, firstly the discovery of individual 'loom
weights' at various Pharaonic sites such as Lasht and Kahun (ibid.) [741.
Secondly, because stone loom weights were used on a type of loom which was
in use in Egypt when Mace wrote his article. The modern loom was
described as being used at the village of Maharraqa near the southern
pyramid at Lisht, in Upper Egypt (Mace, 1922, 76). It was a horizontal
warp-weighted loom with the warp being carried aover a beam to add the
extra tension. It should be noted, however, that apart from the so-called
loom weights from Lisht and Kahun and similar objects from 'Amarna which
Mace did not refer to, and the modern use of this type of loom in Egypt,
so far, no further evidence appears to exist for its use in Ancient Egypt.
Nevertheless, questions as to when this form of loom was introduced and
whether it is of significance in relation to compound weave textiles, will

be discussed in greater detail later [75].



In addition to the basic types of looms which have been described
above, a number of small looms or frameé were also in use in the XNear
East and Mediterranean during the relevant period, for example, the looms
or frames used to produce sprang, or those used for card or tablet
weaving {761. In general, however, the construction of these looms/frames
would seem to make them too small and simple to produce the type of cloth
under consideration. So apart from mentioning their existence, it does
not seem necessary to discuss them in further detail.

As can be seen from the above information, none of the looms
described include the apparently necessary equipment to produce the
compéund weave textiles, i.e. some form of mechanical patterning device.
If, however, Crowfoot is correct in her view that a simple form of loom
was used which was modified in some way, then it would seem reasonable to
suggest that one of the looms described above may have been used, with
the addition of ‘"sticks and strings" to produce compound weave cloth.
In order to explore exactly which of loom may have been used and which
modifications would have been required, it is now necessary to look at

the evidence from the compound weave textiles themselves.

9.3.1. Evidence From the Vool and Silk Compound Veave Textiles

A number of textile historians have simply described the compound
weave textiles as being “drawloom weave" textiles [771. Yet, as I hope I
have already shown in previous chapéers, it is highly unlikely that the
compound weave textiles which were found in Eastern Turkestan, Iran and
Egypt were actually produced on the European concept of such a loom. In
addition, several scholars, most notably, G. M. Crowfoot, H. Burnham, G.

Vial, D. De Jonghe and J. Becker, have written about the information




wnich they have gleaned from numerous fragments of compound weave cloth,
concerning the manner in which the textiles were woven. Each of these
authors have approached the problem from slightly different view points,
Burnham and Vial, for example, wrote about Chinese silk warp-faced
compound weave textiles which were found in Eastern Turkestan {78]1. On
the other hand, both Crowfoot and De Jonghe have written about silk or
wool compound weave textiles which were believed to have come from the
Near East [79]. In addition to his work on Egyptian compound weave
textiles, De Jonghé has also described a number of silk compound weave
textiles from a variety of other Near Eastern and European sources [80].
In this section I would 1like to look at the work of the above
mentioned Qriters and subsequently to give some indication as to what
form of loom (or locoms) I feel may have been used to produce the compound
weave textiles referred to in this thesis. It should be stressed at this
point, however, that no complete loom of any type has survived from the
relevant period in Egypt, so the following discussion in which a suitable
ioom for the production of simple compound weave textiles must be
regarded’as hypothetical. In order to create such a loom it is first

necessary to lock at the evidence which can be obtained from the pieces

themselves. The following discussion on the compound weave textiles has
been divided into two, firstly, the information which can be gained from
the visual appearance of the compound weave textiles, and secondly,
information which is gained from a structural analysis of the textiles.

9.2.2. The Visual Appearance of Compound Veave Textiles in Vool

One of the first points to be noted is that the textiles can be

visually divided into two types. The first group consists of wool or




silk compound weave textiles which have simple geometric designs, for
example, a wool compound weave textile <84)> which was found at Qau in
1923; a blue and natural check design, also in wooi, found at Qustul, or
finally, a silk compound weave textile found in the tomb of St. Paulinus,
Trier, V. Germany {81]. All of these textiles have been woven in a simple
weft-faced compound tabby weave (type 1a).

The second group of compound weave textiles includes all the pieces
with complex geometric- forms which enclose animal or bird forms, plus
large scale figurative patterns, some of which are enclosed in geometric
forms, while others are free standing. Various textiles can be cited as
suitable examples of these forms, for example, the red and natural wool
textile now in the Royal Ontario Museum which has octagons enclosing deer
and dogs (ROM 970.364.9 <16>); a large textile now in the British Museum
which has bands of humans and animals hunting various other animals (BM
21703 <39>), or finally, the large scale hunting scenes associated with
the wall-hanging now on display in the Abegg Stiftung, Berne, which
inciudes depictions of boars, felines, etc. (AS 142 <142>) (82]. This
group of textiles are woven in tabby and twill compound weaves, although
the majority of the.nmre complex forms are twill weaves (it should be
noted, however, that these more complex forms are not inevitably woven in
a twill weave).

A very small number of compound weave textiles have survived which
include either both selvedges or transverse edges, or as in one case,
both selvedges and transverse edges. _In Table 18 a list has been given.
of the maximum warp and weft lengths of these compound weave textiles.
It is possible from the size of these textiles to give some indication of

the minimum width of the looms which must have been used to make these



textiles. The measurements of these textiles refer, however, to the
width of the actual weaving area, rather than the complete width of the
loom. Also, an allowance has to be made for the shrinkage of the cloth
when it is first washed. In the case of flax this can be up to 15%,
while with wool 20-25% is feasible (M. Straub, pers. comm.). All of the
looms described previously in this chapter included a beam around which
the woven cloth was wound in some manner, which is called the cloth beam.
If it is assumed that the cloth beam was a minimum of half a metre wider
than the width of the cloth which was being woven, then it would suggest
that a maximum loom width of about 2% and 3 metres would not be
unreasonable.

The standard measurement used during the Roman period in Egypt was
the cubit, which equals about 42 cms [831]. The figures given in Table
18 would suggest that the widest of these textiles, i.e. the British
Museum example, was originally about 3.3 cubits wide and thus it may have
‘been woven on a loom which had a minimum width of four cubits.

Information concerning the length/height of the looms associated
with these compound weave textiles is more difficult to gauge as it is
impossible to say whether the sizes given represent the complete length
of warp used on the loom, or a fraction of it, for example, 1t is
possible that the warp was wrapped around the back beam and was released
when necessary. In this way 1t was possible to weave cloth lengths of
considerable size, for example many pieces are about seven metres in size
and it would appear that several pieces were woven using the same length
of warp, so giving warp lengths of between perhaps 20 and 23 metres [841].
In Table 18 the length of the textile from the Vashington Textile Museum

(TK 31.11 <266>), 1is given as being nearly 2% metres and it would seem




Table 18

The measurements of complete, or near complete, weft-faced compound weave
textiles, both twill and tabby forms (the pattern direction in comparison

with the warp direction has been indicated by an arrow, - t)

Acc. Number " Varp length Veft length Pattern
(cm) (cm) direction
Washington 238.6 132.7 t

Textiles Museun
31.11 <266>

(complete)

British Museun 82 139.0 -
21703 <39
(incomplete

warp lergth)



unlikely, although not impossible, that a loom of this length was in use

for the production of such a compiex pattern. It would seem more likely,

therefore, that the warp threads had been wrapped around a beam and
ond

released as [when necessary.

It will be argued in a later chapter that the British Museum textile
given in Table 18, was actually one of a pair of curtains [851. If this
idea is accepted as being correct, then two possibilities can be
suggested concerning the length of the warp threads. Firstly, the two
pieces were woven separately and thus the warp length was originally
about 1-1% metres. If gne metre for fixing the warp ends to the warp and
cloth beams is added, this would mean that a warp of a length of about 2
to 3% cubits should be considered. Alternatively, the two pieces of
cloth were woven one after another on the same warp threads, thus giving
a minimum warp length of 2-2% metres (4% to 6 cubits). The measurement
would seem more reasonable considering the length of time it must have
taken to thread up the pattern device, and in view of the cloth lengths
known to have been woven in Pharaonic Egypt, i.e. up to 22 metres. It
shouid be stressed, however, that this is hypothetical.

The cubit widths of the compound weave textiles, as given above, can
be compared with a number of first century A.D. contracts for the sale of
looms which were found at the mid Egyptian site of Oxyrhynchus. In P.
Oxyrhynchus 234 (dated A.D. 54), for example, reference is made to a loom
which was three weaver's cubits, less two palms and was comprised of two
rollers and two beams; a loom of the same size and description is given
in P. Oxyrhynchus 2772 (dated A.D. 82). VUnfortunately, neither of these
descriptions makes it clear whether the measurement given refers to the

width of the loom or to its length. J. P. Wild, in his book on textiles



from the Northern Roman Provinces, has suggested, however, that these
measurements relate to a vertical fixed-beam loom, and that the three
cubits, minus two palms, refer to the length or height of the loom
(Wild, 1970, 72). A comparison between the loom widths indicated by the
compound weave textiles and the above measurements would indicate that
Vild's suggestion was correct. Thus, it can be suggested that the two
looms which were for sale in Oxyrhynchus during the first century A.D.
were not of the same type as those which were to be used for the
production of compound weave cloth.

In another papyrus from Oxyrhynchus (A.D. 298), there is a reference
to a loom which was six cubits by ten cubits in size (Hunt and Edgar,
1632, 106-109). It has been suggested by the American scholar D. L.
Carroll in her article on the development of the treadle loom in Egypt,
that this papyrus contains one of the earliest references to a treadle
loom (Carroll, 1984, 173). Vild, however, has recently suggested that
this loom was a vertical two-beam form and, as such, care should be taken
when using this papyrus as evidence for a suitable 'compound weave' loom
(Viid, 1087, 465).

A much 1later, sixth/seventh century A.D. letter concerning the
removal of a loom is given in an ostracon which was found at the Egyptian
monastic site of Epiphanius. The ostracon was found during excavations at
the site in either 1911—12 or 1913-14 by H. E. Vinlock, The Metropolitan
Museum of Art, New York. According to a translation and comments by V.

o Ve ‘
E. Crum relevant |text, the loom had to be transported on two camels due
to its size (86]. Unfortunately no further details were given, but it
does give some impression of both the size and weight of at least one

type of loom which was used during the sixth and seventh centuries A.D.



Starting Borders Versus Corded Transverse Edges: The presence of a
starting border on a textile is used by many textile specialists to
indicate that the cloth has been produced on a warp-weighted loom (87].
These 'borders can be found in a variety of forms, for instance, those
waven on tablet loom or formed from a plain weave band which has the weft
extended on one side to form a large loop which was placed over a peg.
Vhen enough warp ends have been wrapped around the pegs, they are removed
and then tied to the cloth beam; the lengths of thread are allowed to
hang vertically (Crowfoot and Griffiths, 1939, 42). One of the main
features of these borders 1is that there 1is a difference both in
appearance and structure between the border region and the main ground
weave cloth (for example, the warp threads in the band and the cloth lie
at right angles to each other). No such border has been found in
association with any of the compound weave textiles which I have
personally examined, or in the descriptions of other compound weave
textiles. It would suggest, therefore, that compound weave textiles were
not produced on the vertical, warp-weighted loom.

Instead{ however, of a starting border, a number of the compound
weave textiles have corded edges. These are produced by the twisting
together of the warp ends after the cloth has been woven and taken off
the loom. According to Crowfoot and Griffiths, the presence of a corded
border on a compound weave textile is proof that the border must
represent "the breast-beam end of the warp", due to the fact that it is
impossible to weave a warp right up to. the end, although it can be darned
in (Crowfoot and Griffiths, 1939, 42). Numerous examples of cloth with
raw, fringed or corded edges have been found in both Egyptian and Nubian

sites, and these are associated with the use of horizontal ground looms



or vertical fixed-beam looms. The use of a vertical warp-weighted loom
in these‘regions appears to be unknown or so little used that it has left
no traces [881.

A number of the compound weave textiles have an area of twill weave
(usually a 2/2 herringbone weave), between the raw ends and the
commencement of the compound weave area [89]. This detail can also be
taken as a further indication that the loom used was not a warp-weighted
loom, as normally the band connecting the cloth to the beam was woven in
a warp—-faced tabby weave, or in a simple weave on a card or tablet-loom.
The usé of the area of twill weave has been taken by De Jonghe as a
further evidence that heddles were used to control the binder and main
warps, and that a separate system was used to control the other warp

a0l :
endﬁ{ This point will be discussed in greater detail later,

9.3.3. The Nechanism of the Hypothetical Loom

In addition to the above qbservations concerning the general
appearance of the hypothetical loom which is reconstruced on the basis of
the structure and appearance of compound weave textiles, it is also
possible to éive more specific details concerning the loom's mechanisms.
These statements are based on a much closer analysis of the structure of
the compound weave textiles, for example, the way the patterns were
woven, and the nature and size of the repeats. Also included in this
section 1is a discussion concerning two very fundamental questions
relating both to the history and development of ‘the compound weave;
firstly, what form of patterning device was used to produce the textiles?

Secondly, were foot treadles used or not?



The Use of Reeds: In an account by D. L. Carroll on the introduction of
the foot-powered loom in Egypt, she wrote that the reed was an essential
feature of the horizontal loom (Carroll, 1985, 169). In support of this
point she referred to three wooden objects which have been identified by
Ling Roth as reeds (911, Yet it was pointed out by J. Becker and D.
Wagner that a number of Han silk textiles had patterns which, although
they contained the same number of warp ends per repeat the size of the
repeats differed slightly (Becker and Vagner, 1981, 22). The
interpretation given to this detail was that the looms did not have a
reed in order to space evenly the warp ends. Similarly, in Xia's
reconstruction of the Han loom, no reed was depicted, or considered by
Xia to being necessary [92].

If it was possible for the complex Han compound weave silks to be
woven without a reed, then it would seem reasonable to suggest that the
use of a reed with other forms of horizontal loom (treadle or otherwise)
is not essential. The point can be further strengthened by looking at a
number of wool compound weave textiles with simple geometric design, for
example, a piece which was found at Qustul, Nubia (see fig. 127; <165>>
{93].

The repeat size of the rectangles associated with the design of this
textile varies both in length and width. The variations in the length of
the rectangles can be explained by the presence of extra weft throws.
The number of ends per pattern repeat is, however, consistent. Presuming
that Becker and Wagner are correct, this would suggest that no reed was
used on the loom which produced these fragments of compound weave cloth.

It should be noted, however, that there are a number of textiles,

for example, two textiles found at the Egyptian site of Antinog&, which




have a variety of horizontal repeat sizes because the number of warps in
the repeat are not consistent and vary from between 13 and 17 warps per
repeat unit (it is always, however, an odd number) [94]. So the uneven
appearance of a horizontal repeat may seem to indicate that no reed was
used, but a closer examination may reveal that it was due to a different
number of warp ends being used per pattern block. The same effect can
also be seen on the design of Stockholm K. 11, 227,367; <220>, see fig.
130).

Further to the above points the reinforced selvedges associated/%v}h
a number of compound weave textiles in wool (up to 28 extra picks in
somes cases), would also suggest that a reed was not essential, or even
pratical.
The Heddles: The use of at least one heddle on looms from the Near East
has long been attested to, indeed the earliest representation of a loom
from this area of the world, namely that on the Badari bowl, seems to
include a heddle. It is not surprising, therefore, that the use of one or
more heddles to control the production of compound weave textiles should
be regarded as an acceptable, if not a necessary, fact. One of the
questions which have to be considered, hawever, is the number of heddles
were used? And what were their functions? In 1939 G. M. Crowfoot and
"J. Griffiths wrote that the pattern of the simplest compound weave
fextiles which they had examined could be woven on a mimimum of four
heddles using a modern hand loom (Crowfoot and Griffiths, 1939, 40). In
order to illustrate this point they gave weave diagrams for the wool
compound weave textile found at Qau, Egypt <82> and another example naw
in the Victoria and Albert Museum (116> see figs. 111, 172> (95]. The

compound weave associated with these textiles was in both cases a tabby



form (type 1la; 1ibid., 40). ©No difference was made in their article
between the binder and main warps and the other heddles required to make
the pattern. In addition, they suggested that the heddles were lifted in
pairs in order to produce the pattern (ibid., 41)

Later work done on the same subject by authors such as Burnham, De
Jonghe and Becker has suggested that the main and binder warps were
operated by the use of heddles, but that the main warps were controlled
by another system [96]. According to writers such as Geijer this other
system was the drawloom harness, but others, most notably, Burnham and De
Jonghe, hold the opinion that pattern rods were used [97]. The question
of a drawloom harness versus pattern-rods will be discussed later in this
chapter.

One particular point which De Jonghe has raised is that the area
around a pattern which has been worked in a compound weave cloth is
sometimes in‘ another weave form, generally a tabby weave, see for
example, Louvre AF 6084 and Keir T26 (K141, 177>, De Jonghe, pers.
comm.). According to De Jonghe, such areas are never woven in a 1/1
tabby weave, thus suggesting that (a) the heddles and the pattern system
were controlled in two separate ways, but that these systems could be
easily 1ntegrated,.and indeed, that they were both necessary for the
production of these tabby weave areas, and (b) the binder and main warps
were controlled by two separate heddles (De Jonghe, pers. comm.). I have
been able to confirm De Jonghe's observation by my own examination of a
number of compound weave textiles,. for example, the two examples
mentioned above have tabby weave bands with the warp threads grouped
together as follows: 3 212 3 2 1 2 3 (Louvre 6084 <(141>), and 1 2 1 2 1

2 1 2 (Keir T26, <177>). 1In another compound weave example which was



found at the Egyptian site of Gebel Abba (ROM T.75, <9>), the warp
threads have been arranged in groups of three in the monochrome, weft-
faced tabby weave bands which separate the various compound weave areas.
Finally, some word should be said about a large compound weave textile
now in the British Museum (B 21703, <839>), which has bands made up of
three different types of tabby weave, namely, (a) the decorative bands
which are woven in a compound tabby weave type 2b; (b) areas of bands
with looping woven in 3/3 weft-faced tabby weave, and (c) a 1,5/3,3 weft-
faced tabby weave with areas of 5,5,1/1,3,3 compound tabby weave (this
textile will be returned to later).

There is, however, one textile which does not conform to thece
findings, namely the so-called zilu type example from Shahr-i-Qumis, Iran
<{166> which has two bands of compound tabby weave (type l1a) separated by
an area of tabby weave. Later in this chapter I hope to show that the
type of compound weave textile referred to above and the zilu type
compound weave textiles were made on‘different types of looms. This
point may account for the fact that with the so-called 'normal' wool
compound weave textiles, such as those given above, it would appear to be
impossible to move from the compound weave region to a 1/1 tabby weave
area, while it was possible to do so for the zilu and zilu type compound

weave textiles ’ps—a-di-f—ferent-icy.pe._of__loom—was~useq.

The Patterning Device: One of the points which Crowfoot and Griffiths
made was that there was a similarity between the structure of the
Egyptian compound weave textiles and cloth produced by the Navaho Indians
of North America (Crowfoot and Griffiths, 1939, 43-44). The Navaho

Indians, however, produced these textiles on a vertical loom and created



the weft pattern by band, rather than with a mechanical device. A modern
parallel can be found in the Near East for the use of a vertical loonm for
the production of =zilu compound weave cloth. As yet, however, I have
been unable to find any parallels for the second detail. Indeed, the
evidence which will now be presented would go against the suggestion of
the hand insertion of the design, in favour of a mechanical patterning
device.

It has been determined by a number of aﬁthors that the patterning
device associated with both warp and weft-faced compound weave textiles
(in silk or wool), was attached to, and controlled by, the warp rather
than the weft threads 1[08]. The determination of which threads
controlled the pattern has been deduced on the basis of several factors,
namely: (a) faults in the patterning system and (b) the order and manner
in which the design repeats were woven. These two points will now be

discussed in greater detail:

(a) Faults in the horizontal line of the patterns, for example, on a
textile found at the Egyptian site of Antino& in 1914 and which is now in
the Victoria and Albert Museum (VA T.168.1014 <81>; see fig. 109). The
fault consists of ‘extra' weft throws (double throws) in the pattern. A
second form of weft fault is where a pick floats over several warp ends.
Such a fault can be found in both the warp and weft directions and occurs
(a) in the weft when the throw misses either a single or group of
picks/ends and (b) in the warp direction when a single heddle loop breaks
or is incorrectly tied. These faults, however, are not usually repeated
at regular intervals, so it could be argued that they represent a mistake

made during the weaving of the cloth, rather than a fault in the method



by which the loom had been threaded up, and which could only be corrected
by the laborious unthreading and then rethreading of the warp ends.

Faults also occur in the patterning or binding system may include
those which'only have a localised effect, for example, where a warp end
has been missed out causing a vertical line to appear on the surface of
the cloth (Detroit, 67.11 <169>; see figs. 70-71). A more drastic effect
can be seen in the case of a compound weave textile now in the Norwich
Castle Museum {(Norwhich 58.16(3%a <120>), whereby a block of ends has
mk;;;d out (see figs. 72, 175) (991. 1In the Norwich example this meant
that the pattern of alternating red/blue squares has been interrupted by
the presence of two blue squares next to each other. As both of these
faults lie aiong the vertical axis of the textile, and they are repeated
along the complete length of the cloth (as extant), they can be used to
indicate that the pattern was controlled by the manipulation of the warp
threads rather than the weft threads.

(b) Pattern Repeats: the range of patterns associated with the wool
compound weave textiles recorded in this thesis fall into two basic
types. Firstly, the consecutive repeats whereby the pattern is identical
in each unit and all face the same way, i.e. the weave has been produced
in the following order 12345 12345 12345 etc. This patterning method can
be clearly seen in various wool compound weave textiles, for example, a
textile from the Egyptian site of Qasr Ibrim (QI 74T/300 <53>), which has
alternating rows of lions which face in different directions (see fig.
119). In this particular example t£9 two rows of lions represent one
repeat. The second type of repeat is where é mirror image of the
pattern 1is created, 1.e. 12345 54321 12345 etc. Again this can be

clearly seen in another wonl compound weave textile from Qasr Ibrim,



namely QI 74T/8 <45> (see fig 113). In this example, the simple diamond
shape has been produced in two halves which are defined by the presence
of a row of looping.

In addition to these basic forms of pattern repeats variations can
occur in respect to whether the pattern lies oﬁ a vertical (warp) or
horizontal <(weft) line. For example, there is a wool compound weave
textile in the Victoria and Albert Museum (T.133.1935 <102>), which has a
horizontal mirror image repeat (fig. 173). Generally speaking, designs
which lie on the vertical 1line can be much greater in size than those
which lie on the horizontal and which are limited to the size of the
loom. This point can be illustrated by reference to a complete wool
compound weave textile which is now in the Textile Museum, Washington
(31.11 <266>; fig. 174). In this example the width of the cloth is 129
cm, with a pattern 1eﬁgth of about 120 cm. The pattern repeats half way
so that the complete cloth length (239 cm) is made up of two pattern
repeats. There is, however, one curious point about the pattern repeats
of this particular textile. At first glance it would appear that the
complete cloth has a pattern which is made up of a simple mirror image
repeat which aoccurs halfway through the cloth, for example, the urns with
birds at either end of the cloth face in different directions. There are,
however, two bands made up of two rows of stylised heads which face in
the same direction. This detail would imply that the patterning device
associated with this textile could be manipulated in such a way that it
was possible to have either or both methods of pattern repeat. In 1its
turn this detail would also indicate that although a specific order could
be followed, for example, of 12345 12345, where necessary the weaver had

the option of altering it at will, to, for example, 12345 54321, without



detrimentally disturbing the appearance of the pattern.

The fact, however, that such repeats do occur is evidence to show

that the patterning device controls the warp threads rather than the weft
threads. This point can alsao be shown by the sheer regularity of the

design. If the pattern was simply added by hand then irregularities and

differences would occur between each pattern repeat. In cases where no

such irregularities occur, however, then it 1s clear that some other

method of patterning has been used whose basic order could not be

altered, although elements within that order may be repeated, i.e. 123345

123445 etc., instead of 12345 12345. The responsiblity for such faults,

however, lies with the weaver rather than the method by which the pattern

repeat was produced
Reference has already been made to the conclusions reached by

Crowfoot and Griffiths that four heddles had been used to produce the

simpler forms of compound weave cloth (Crowfoot and Griffiths, 1939, 46—

47>, Certain significant details, however, were not described by

Crowfoot and Griffiths, namely that the warp threads could be divided

into four different types: (a) the binder warps; (b) the main warps; (c)

the first colour pattern warps, and finally (d) the second colour pattern

warps (fig. 175). If this matter had been persued they may have come to

the same conclusion arrived at by various authors since that date, most
notably, Burnham, Baker and Wagner, De Jonghe and Becker, namely that the
designs of both warp and weft-faced compound weave textiles were probably
produced by a combination of heddles and pattern-rods [1001.

Up to this point emphasis has been placed on the production of a

weft-faced compound tabby weave form, but the question must be asked



whether there were any significant differences between the looms used to
produce the tabby and the twill weave forms.

Two different types of compound twill weaves have been identified
within the group of textiles recorded in the catalogue. The first type
is made up of a 1/5 twill alternating with throws of a 5/1 twill weave,
while the second is a more complex form made up of alternating picks of
1/5 twill with a 3,1/1,1 twill (see figs. 44 and 45). The main warps of
this form are usually paired and give the appearance of a 1/8 twill
alternating with a 5,2/1,1 twill weave. The same basic heddling system
can be applied to both of these twill weaves, namely, a division between
the binder warp threads (b) and the main warp threads (m). The first
group produces the warping sequence given in Figure 176a,b (diag. la-c),

while the second type is given in Figure 177 (2a-c).
Diag. 1a
The basic weave structure of the 1/5 compaound weave

mbrnbmbmbmbmbrbubabmbmbmbmbmbrobmbmbmbmbmbm

XAXXX~HXKXE - XXXRR XXX XK~ XXX XX~ KX XLK-KKXXX a
—X———-= X————= X——— X———== X=———- X——=—- X=—- b
¥ XXXXK~ XXXXK~XXXXX - KXXKX~XXXKK~XXHXXX XXX c
———X———-- X————= X===—== K=———= X———-- X=—=—-- #— d

Two warp binding sequences are possible with a minimum number of heddles

or heddles and rods:



Diag. 1b
X X X b4 %4 x x i (b;
b4 b4 b4 x b'4 x 11  (b;
X XXX X XXX X XXX ¥ XXX X XXX X XXX X iii (m;
or
Diag. 1lc
x x x pd b4 b4 X i (b;
b4 b'4 x b4 x b'4 i1 (b
XXX XXX XXX Xxxx XXX XXX . 111 (m;
bd X b4 X X b 4 x iv  (m

heddle>

heddle>

rod)

heddle)

heddle>

rod)

rod)

The basic weave structure of the 1/5:3,1/1,1 compound weave can be broken

down as follows:

Diag. 2a

mhmmrbnbrnmbnbmmnbmbmumbrbrmmbmbares

XXXXK=KXXXX~XXXXK~XKXKX~XXXXX~XEXLX a
—X-——X—X~~—X—X~——X—X———X-X—~—X-X~-—— b
XXX~ XXXXX~XXXXKX~XXKXX—XKXXK~XXXXX~X c

—X-X~=—X~X-—~X—-X———X~X~——X~X—=—=-X~X~ d

Again a minimum.of two warp binding sequences are possible:

-



Diag. 2b
x x p'4 X x x 1 (b; heddle>
x X x x X X ii  (b; heddle>
X X X XXX XXXXXXXXXXXX iii (m; rod)
x b4 x X X X iv {(m; rod)
or
Diag. 2b
x x x X b4 x i (b; heddle>
X X x X X X i1 (b; heddle>
X X X X X X iii (m; rod)
x X b'd bid x X iv (m; rod)
x X X X X X v (n; rod)
b'd X bd bid bid X pd vi (m; rod)

In both cases the (a) diagrams represent the use of one heddle plus one
rod, while the (b) diagrams represent the use of heddles and rods used in
combination. In both of the examples given above, it is possible to
produce the basic weave type (tabby weave in the first case, a twill
weave in the second), using a minimum of four heddles and rods. It would
also seem likely in both cases that twa héddles had been used to control
the binder warp ends, and then two (or more) rods were manipulated to

produce the pattern,



9.4.8 The Use of Treadles: The modern system of pattern drafting which
is used by CIETA, includes the use of foot-treadling drafts [1011. Such
presopeases
a system, however, lpre=surpposaes| that the cloth under examination was
woven on a loom which actually used foot-operated treadles. A number of
authors have also stated that foot-operated treadle looms were in use in
the Near East by the mid-first millennium [102). Yet, there would appear
to be no visual, documentary, or actual evidence to suggest that treadles
had been in use in the Near East in the early centuries of the first
millennium A.D. (or prior to this). Nevertheless, it is easier to use
foot-treadles in order to change the heddles as it allows both hands to
be free in order tao wea?e the cloth.

If the hypothetical loom suitable for weaving compound weave
textiles had foot-treadles, as was suggested by Crowfoot and Griffths,
then one of the questions which 1s raised is whether the weavers used
treadle-pits or not (Crowfoot and Griffiths, 1039, 46). Such pits have
been used by weavers throughout the Near and Far East in order to place
the level of the treadles well below the main frame of the loom, thus
making it easier to raise and lower the heddles when changing the weaving
shed. It should be stressed, howevef, that although many looms use pits,
such pits are not ubiquitous to the use of a treadle loom (1031. The
‘usual' example given to illustrate the early existence and use of
weaving pite in Egypt are those which were identified by Winlock at the
Egyptian‘nmnastic site of Epiphanius (site plan 11; Vinlock and Crum,
1626, 68-690). Vinlock excavated a.series of eight brick-lined pits
which ranged in length from 125 to 145 cm and in width from 50 to 75 cm.
In the pits there were narrow slots of about 20 cm in length (Winlock,

1026, 68-69). Wooden objects were found near some of the pits, but not
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inside them. These items were later identified by the excavators as
being weavihg implements (Winlock, 1926, 70, fig. 26). It was suggested
by Winlock that these pits were used as loom pits, and this idea has been
reported as de facto by a number of writers ever since [104]. There are
several points, however, which would suggest that these pits were not
used in the weaving procesé:
(a) 1if, as previously discussed, a width of % metre is allowed for the
loom frame, then the maximum width of the pits, i.e. 75 cm, would only
leave room enough for a cloth width of about 25 cm. Thus the loom would
be too narrow for the production of most types of cloth from the period,
except narrow braid. This point was suggested by Vinlock on page 68 of
The Monastery of Epiphanius, but on page 70 he suggested that these looms
had been used to produce the linen cloth used by the monastery. Yet the
widest pit is 75 cm wide, and the complete shirt which was found in Grave
8 at the monastery, had a cloth width of 125 cm (Winlock, 1926, 69, 70—
7.
(b) the slot which was described as the weaver's seat is actually to one
side of the pit, and not at the head as one would normally expect with a
loom pit. It would seem very difficult for a weaver to sit to the side
of the loom and either to weave the cloth or to manipulate the treadles.
(c) the pit size does not agree with the loom which according to Carroll
may have been a treadle loom, i.e. 2.70 x 4.50 m; further difficulties
would also arise if a so-called drawboy was used to work the pattern rods
associated with the compound weave textiles [1051. There would appear to
be no space for the boy to manoceuvre the rods.

In addition to these points there ie no evidence to suggest that

anything other than the simplest tabby weave textiles could actually have



been produced at the monastery. Vinlock wrote that only two forms of
decoration were found, the first' was a blue wool stripe on a linen
ground, the second was a coarse linen weave cloth which had stripes in it
produced by multiple wefts, and that “These were the only types of
decorative weaving found, nor were there any woolen fabrics discovered"
(Vinlock and Crum, 1926, 71). It would seem highly unlikely, therefore,
that the so-called 1loom pits were actua'lly_ used for 1looms, or, by
implication, that complex weave textiles such as the wool compound weave
textiles had ever been produced at Epiphanius.

If there 1s no actual evidence for the use of pits 1in connection
with treadle looms, what other device could have been used to keep the
weaver at the right height to use fo’ot operated treadles? The answer
could simply be a much higher seat. Such a seat, for example, was used
with the Medieval treadle looms given in Figures 178, 179, or with the

treadle looms which are currently being used in the Egyptian city of

Akhmim [ 106].

8.3.5. A Hypothetical Loom

Based on all of the information given above, it is possible to build
up a pilcture of the type of loom ‘which (a) may have existed in Egypt
during the relevaﬁt period and (b) could bave produced with various
modifications both the compound tabby and the compound twill forms in
wool and silk.

In order fo give a description of such a loom I have divided the
textiles into two types: A. those pieces which are woven in a compound

tabby weave and which have simple geometric designs; B. those pileces



which have been woven either in a compound tabby or twill weave, but
which have freestanding geometric designs.

It would seem likely that the type of loom which was used for making
the simpler forms of compound weave cloth (A. in the list given above),
was a horizontal rather than a vertical loom. The horzontal loom is
known to have been used in both China and Egypt, and it is easier to
manipulate some form of patterning mechanism on the horizontal rather
than vertical level. It can be shown from extant compound weave textiles
that a loom was used which was up to two metres in width (see Table 18,‘
the width of BM 21703). There is no evidence to show that a reed was
always used with these looms. The regularity of the designs associated
with a number of the compound weave textiles can be taken to suggest that
weavers were taking care while threading up, rather than proving that a
reed had been used. It would seem more likely that a sword beater 95?%
some kind was used to beat in the picks. The length of the textiles
given in Table 18 would indicate that either a loom of a maximun length
of about three metres was in use, or as would seem more likely, the warp
threads were fixed in some way and releaced as necessary. The method by
which the warp was tensioned 1s'still problematic. Two basic types of
fixing are feasible, firstly by wrapping the warp ends around the back
beam and releasing them when necessary, or secondly, by tying them to a
large stone in a manner similar to that used in eighteenth century Egypt
(fig. 180; this 1s also the method Mace was referring to when he
suggested that warp-weighted looms were in use during the Pharaonic
period in Egypt). In both of the methods of warp ‘storage' given above,

when enoﬁgh cloth was woven it was wrapped around the cloth beam and more



of the warp was released. Either system, as I hope to indicate later,
can be regarded as feasible.

It can be shown from the nature of the faults associated with the
compound weave textiles described in this thesis that the pattern was
produced by the manipulation of the warp threads. This point leads to a
question concerning the nature of the patterning mechanism. It has been
shown by the analysis of various compound weave textiles by writers such
as Crowfoot and Griffiths, Burnham, De Jonghe and Becker, that the
patterning device associated with the compound weave textiles was centred
around the use of two heddles which controlled the binder and main warps,
and a series of pattern rods [107]. It would seem likely that the
heddles were operated by the weaver, possibly by hand at first, but later
with some form of foot treadling system (there is no evidence to suggest
that treadle pits were used), while the pattern rods were operated by a
boy or man who either followed the verbal instructions of the weaver or a
pre—arranged sequence. It is apparent from the published analysis of
compound weave textiles, plus my own observations, that thé number of
pattern rods varied according to the complexity of the design, for
example, a minimum of four rods would seem to have been used to produce
the simple square design associated with a compound weave textile in wool
from Armant <30>(see iigé. 108, 181). In this particular example, I
think that two heddles were used to control the main and binder warp
threads, and then two pattern rods were used to produce the design. 1t
should be noted that combinations of heddles and rods could easily have
been used.

In more complex forms, such as the compound weave textile with a

bird design which is also in the Ashmolean Museum, Oxford (1888.372



<122>), it would seem likely that a minimum of six pattern rods were used
(fig. 182). The repeat size is 30 brown weft threads, 30 natural weft
threads, which gives a total number of 60 lats. If the pattern had been
woven with combinations of pattern rods then it is possible to suggest
that six rods had been used. If on the other hand there was one rod for
each lat of the design then it is possible that thirty pattern rods had
been used for this particular design.

A very unusual combination of weaves can be seen in a compound weave
textile now in the British Museum (BK 21703 <30>), which has three
different weaves: (a) the ground weave which is a 3/3 tabby weave, (b)
the decorative bands in a compound tabby weave (compound tabby type lad,
and (¢) the edge weave which has the warps arranged in 32 123 2123
2 1 etec. (see figs. 55, 183). It has been possible to break down the
basic weaves into a minimum of two heddles plus four rods. But it should
be ' noted that these constitute the basic weave forms and not the
decorative sections. As the bands have different patterns it would seem
likely that the different groups of pattern rods were used to produce the
designs. As the design can be found in the reverse order in other
campound weavebtextiles w;th the same decoration, it would suggest that
these ‘extra' pattern rods were fixed, probably using loops, to the warp
ends, rather than being removed after every throw.

It is possible that the type of loom used to produce the compound
tabby weave textiles looked something like the loom illustrated in the
early nineteenth century work Description de 1'fkgypte (fig. 184) [108].
The loom in question has a very simple frame which supports a movable
back beam. The heddles are operated by two foot treadles (without a pit)

which are simply made out of two pieces of wood with a pin of some kind



fixed into two pieces of wood sticking out of the ground which act as the
pivot. The heddles are suspended above the warp by eight pulleys
attached to a beam. In ites turn the beam rests upon two large beams
which appear to have been fixed to the wall behind the weaver. Although
it is clear that the artist did not fully understand the operation of the
loom (see for example the way ip which the cloth goes into the heddles),
he has 1illustrated a number of rods near the back beam. It should be
stressed that these rods are not pattern rods as they lie inside the warp
web. The presence of these rods, however, gives some indication of scale
and shows the feasibility of the idea that there was enough space in this
area of the loom to take pattern rods.

I think it is highly uniikely that this is the exact form of loom
which was used during the Roman period to produce compound tabby weave
textiles, nevertheless I feel that it was probably on the correct scale
and general appearance.

In respect to more complex twill weaves and freestanding figurative
(both compound twill and tabby weave forms) designs, it would seem
possible that certain examples were made on the above described loom, for
example, BM 21703 <39> (see fig. '83). Other examples, however, are much
more complex and wauld have‘ required two heddles, plus hundreds of
pattern rods in order to produce the design. This point was shown by the
work of De Jonghe when he examined a silk of the Zandian form which is
now in the Gruuthusemuseum, Bruges (De Jonghe, 1985, 279-288). According
to De Jonghe, it would have‘taken between 110 and 120 lats which were
manipulated by about 50 trekko&rden (draw cords) to have produced one
repeat (De Jonghe, 1985, 287). This number of lats would have

necessitated a similar number of pattern rods. It would seem very



unlikely, however, that a 1loom of the type suggested above could have
been easily manageable with S0 many pattern rods. It would seem more
feasible to suggest, as De Jonghe does by the use of the term
trekkoorden, that the silk was made on a loom with a more complex form of
mechanical patterning device, i.e. some form of drawloom (De Jonghe,
1985, 288). As with the loom mentioned above, it would seem likely that
this early form of drawloom was operated by the weaver, plus another,
i.e. the drawboy. One point which is not clear, however, is whether the
boy sat to one side of the loom, or whether, as in Mamluk period
drawlooms in Egypt, he actually sat over the loom.

King has described a number of compound weave silks which were found
in a variety of church reliquaries etc., throughout Europe (King, 1981).
Accarding to King's account, designs can be found which are both at right
angles to the selvedges and parallel to the selvedges, which would
indicate a greater degree of freedom in the manipulation of the warp
threads dﬁring the production of the design, but the fact that a design
could be repeated in a mirror image would also suggest that a strict
control was kept over the order in which the design repeats were woven.

In conclusion therefore I would like to suggest that two basic types
of horizontal looms were required to produce the compound weave textiles
referred to in this thesis, i.e. a simpler form used to produce the
geometric deéigns (normally in a tabby weave), and a more mechanical
complex version for those with freestanding or figurative designs (either

in a compound tabby or twill weave). -

9.4. M¥odern Types of Hand Looms Used for Veaving Compound Veave Textiles



One of the points which Crowfoot raised in the letters referred to
at the beginning of this chapter, concerned the question whether any
looms of a suitable type to produce compound weave textiles have survived
in some remote corner of the world. The answer to this question 1is
affirmative. Indeed, not only has a suitable loom survived in the Near
East, but there are two distinct loom types currently being used to
produce compound weave cloth. The looms in question are the pattern-rod
loom with foot-treadle which is to be found at the Egyptian city of
Akhmim and the veftical zilu loom of Iran. In addition to these looms,
there is a form of horizontal warp-weighted loom which is currently being
used in Syria and Iran which has certain striking similarities to the
loom actually used at Akhmim and to the hypothetical loom déscribed
previously for the production of compound twill weave textiles. As a
result’ of these similarities, I feel it is necessary to give a brief
description of the latter loom type. It should be stressed, however, that
as yet I have found no proof to show that this form of loom is currently
being used to produce compound weave cloth.

Brief reference has already been made in this chapter to a
horizontal warp-keighted loom. A detail which was not given is that this
loom form is still in use in a remote part of Egypt, namely, at the
Upper Egyptian city of Akhmim Map 1). One point which makes the
survival of this loom particularly interesting is the fact that Akhmim is
noted in Egypt for the production of nassig (G:EMLJ\) weave cloth, i.e.
weft-faced compound tabby weave cloth (type la). The loom which is used
to produce this type of material may be regarded as a likely descendant
of the hypothetical loom type described previously for the production of

simple designs, and in many respects 1t 1includes certain of the



modifications which have been indicated, for example, the addition of
treadles and pattern rods. So perhaps the loom, should not be seen as a
relative, albeit a poor one, of the European drawloom, but rather as a
separate development which answered the specific needs of the weavers.
It could be argued that there was no necessity for Near Eastern weavers
to produce a French style drawioom as they did not weave the same style
of patterns. The question should therefore be posed as to why, as sa
often happens, thé two loom forms need to be compared?

The looms used in the Upper Egyptian city of Akhmim are apparently
regarded by the local weavers as being the “"traditional" looms of the
city. According to André Azzam, who is one of the staff members at the
headquarters of the Association Chrétienne de la Haute-£gypte, and who is
partially responsible for the running of the Akhmim centre, this form of
loom has "always been used in Akhmim" [109]. The statement was later
modified when he commented that various attempts have been made by
members of the Centre's staff to trace the history of the loom within the
city, but that the research had been frustrated by the lack of local
archival material and by the fact that many of the people questioned had
very little concept of time in the Western sense. A. Azzam therefore
felt tﬁat "certainly within living memory" was a better guide to how long
the loom had been in use, i.e. at least to the generation of grandparents
(between 75 and 100 years).

The loom in question is made up of a frame with a reed, two heddles
(or more), worked by foot treadles with no foot pit (figé,lﬁf).

Heddles were used to control thé binder (-) and main warps (%, 0).

Normally, only two heddles are used with the simpler, geometric patterns,



however, four heddles may be used with the more complex, figurative forms
(for example, the "Akhmim bird" design).

The warp passes over a beam and is then suspended over another beam
set into the ceiling. The warp is tensioned using large stones of an
approximately similar weight (fig. 185).

The pattern is produced by using laze rods which are raised in a set
order. Between ten and twenty-four rods are used per design (see diagram
3). The first set of rods are known as the yellows (y), the second set
as the whites (w>. The rods are lifted in the following order: number 1
~ yellow; number 2 - white; number 3 - yellow; number 4 - white, etc.
The threading system of the loom is such that no. 2 (white) is the exact

‘opposite of no. 1 (yellow) (diag. 4; the position of the binder warps is

Diag. 3
no. 2 4 6 8 10 12 14 16 18 20 22 24
X X X X X% X X X X X x ¥ white
0 o o o o o e 60 a o o o yellow
no. 1 3 5 7 9 11 18 15 17 19 21 23

indicated by the symbol -). The system then gives the basic structure of

the weft-faced compound tabby weave. The pattern-rods are raised by the
s

gabbad ¢ o t%>r) or 'drawboy' who' sits next to the loom on a small box

or stool. His function is to pull the strings attached to the rods in the

correct order. The rods are drawn in a set order of 1 2 3 4 5 6, etc.

Diag. 4
0-0 0-0 0-0 0-0 0-0 O-— - - - no. 1 - yellow

- - - - ~-X X—X X—X XX X-X no. 2 - white



Thus no complex calling out of the numbers is required, nor do weaving

songs with the numbers included in the words or rhythmes prove to be

necessary. Traditionally, the gabbad was an apprentice weaver, but at
the Akhmim Centre, the roles of the weaver and gabbad are
interchangeable.

The weft is passed through the warp sheds using a pre-filled
shuttle. The shuttles used on the looms are traditionally made of lemon
wood, as the soft, fruit wood tends to absorb the shock of being dropped
on the floor more easily than a hard wood shuttle [110].

So it would seem reasonable to suggest that the Akhmim loom is at
least one hundred years old, and probably much older. As yet, however, I
have been unable to find out where exactly this type of loom was
developed, or if it is not actually indigenous to Egypt, when and why it

was introduced into Egypt and Akmim,

9.4.2. The Zilu Loom of Iran

In addition to the looms which are associated with Egyptian wool,
silk and cotton compound weave textiles, consideration also has to be
given to the zilu loom of Iran. As previously referred to in Chapter 5
on the compound weave textiles from the Sasanian Empire, there was and is
known a form of compound weave cloth called zilu which is produced on a
large vertical loom (fig. 186). The size of this type of loom appears to
vary, but some were capable of producing floor-coverings which are up to
ten metres in width (Beattie, 1981, 169).

The following description of the appearance and the method by which
a zllu loom is operated has been taken from E. Wulff, The Traditional

Crafts of Persia. Wulff was writing during the early 1960's, but the



fact that this type of weaving still continues has been confirmed by M.
Beattie who was writing about a trip to Iran in 1078 (Beattie, 1081,
169). In addition to this point Vulff was writing about the then
current methods used to produce zilu cloth. On the basis of the fact
that structure and appearance of the modern examples is so similar to a
large carpet from the fourteenth century, it would seem highly unlikely
that the method of production has actually varied to any great extent
over the centuries (111).

The zilu loom is made up of two vertical columns which carry a top
or warp beam, and a lower or cloth beam. The beams are kept in place by
wooden pegs (Wulff, 1066, 210). WVhen about 45 cm of cloth has been
woven, the pegs are removed and the beams are rotated by using long
wooden levers, thus widening thé cloth onto the cloth beam and
introducing more warp into the weaving web. The warp threads are divided
into two, alternating colours, for example, the purely nominal colours of
orange and purple. It should be noted, hawever, that according to
Beattie, the warp threads on all the zilv cloth which she has examined
are white, so perhaps time and regional variations in the systems which
were used to thread up these looms did exist (Beattie, 1981, 171). The
orange warp threads are divided into two, and the threads are then passed
thraough the loops on twa heddle rods; threads A going to heddle rod 1;
threads B to rod 2. The heddles are subsequently suspended by ropes to
the ceiling of the workshop.  The purple threads are ﬁhen divided
according to the desired pattern and connected to a draw harness by means
of short draw-strings. According to Wulff, between forty and sixty

strings are sufficlent for most designs (Wulff, 1966, 211).



During the weaving of the ordinary cloth binding, the heddle rods
are operated by two weavers (they stand at each end of the loom), who
move a wooden lever which slides up or down behind a heavy horizontal
beam attached to the wall behind them. These levers are connected to the
heddle rods via a pair of ropes. After the first shed has been opened,
the weft is passed by one of the weavers to his companion. Instead of a
shuttle, however, they use an elongated ball of thread which has been
wound around a stick. After the two weavers have released the heddles,
they beat the weft in with a beater comb.

In order to create a pattern within the weft, a heddle is lifted and
then groups of strings which are attached to the figure harness are
pulled, starting at the first group in the sequence. The groups of
'pattern loops' are separated from each other by means of ‘'drawloops'
which are similar to those on a drawloom, and once a 'drawloop' has been
used it is slipped onto a separate string which in turn is attached to a
strong wooden hook. The hooks are also fastened to the beam behind the
weavers by means of ropes. Apparently for less complicated patterns the
weavers use fewer 'pattern-loops' Ior cross-harness strings and no
*drawloops' are necessary for separating the strings which are required
by the weavers, as they tend to know by heart which ones need to be
pulled for the next step in the pattern.

According to Wulff, it is normal for the weavers to cut the weft
throws about five centimetres ocutside the selvedge and to weave the extra
length into the selvedege itself, thus‘makihg it stronger than the rest
of the cloth (Wulff, 1966, 211). In order to keep the selvedge of the
zilu even, a weaver's temple is used at regular intervals. ‘A temple is a

very simple device which is used by weavers throughout the world in order



to keep the cloth width even {112}. It is basically a clip with sharp
teeth which is fastened at one side to the frame of the loom and on the

other side to the material which has just been woven.

g.4.3. A Rear Eastern Drawloom

At present 1 have no evidence to suggest that this form of loom is
currently being used to produce compound weave cloth. Nevertheless, I
decided to inclﬁde the loom in this section for two reasons. Firstly,
the Egyptian historian K. A. A. Marzouk gave a description of a
fourteenth century Egyptian loom which would appear to be similar to this
type of loom (Marzouk, 1948-49, 131). Secondly, because the basic

) pm,o\oré\i oAse
concept of the Akhmim pattern rod loom described previoUySty is alos
similar to the so-called Near Eastern drawloom. For example, both of the
looms are horizontal rather than vertical forms, and the necessary
tension on the warp threads is achieved by tying the warp ends to a
series of weights;ﬁ (Becker, 1987, 255-261). There is, however, one very
important difference between the Near Eastern and Akhmim looms, namely,
the way in which the pattern repeats are achieved.

The description of the Egyptian drawloom which Marzouk refers to
cames from a work by Al-Nuwayri called the Al-Allmdn bil 1'lém fimi jarat
bihi al-ankdm wal-umir al maqdiya fi wiqi ‘'at al Iskandariya (113].
According to the translation given by Marzouk, As-Sultan al-Ashraf Nasir-
ad-Din Sha'ban .(ca. A.D. 1363-1376; A.H. 764/778) was visiting an
Alexandrian weaving workshop and inspected every aspect of the work:

The Sultan roamed around the looms, observing them and
putting his head below them to see their lower parts and
enjoying himself by looking at the weavers while they were

working and throwing their shuttles to and fro. He raised
his head up to see the tops of the looms where the "draw-




boys" raised up and lowered the warp-threads; he observed how
the motives I(sic)] of birds, geometrical designs and other
patterns were produced by these threads that went up and came
down till each bird and other motives [sicl were completed"
(Marzouk, 1948-49, 131).

It would appear from this description that drawlooms were actually in
operation in Egypt by the Kamiuk period (A.D. 1250-1517) and so it can be
speculated that at least some of the compound weave textiles mentioned in
this thesis may have been produced on this type of loom. It should be
noted, however, that as these looms were in the state workshops and were
producing goods for the sultan, it would seem more 1likely that the
weavers were producing silk textiles rather than cloth made out of wool.

It is clear from the description given above that the pattern
mechanism associated with the Mamluk loom consisted of a figure-harness
or draw-harness which was controlled by a ‘'drawboy' seated on a frame
above the loom. The same mechanism is also associated with the 'modern’
Iranian drawloom (fig. 187). In this loom the draw-harness consists of
a number of vertical drawstrings which are connected at the top to a
wooden support near the ceiling of the workshop. At the lower end, each
of the drawstfings are connected to a horizontal gut string in a cross-
harness (Vulff, 1966, 211).

Each of the drawstrings ‘needed to produce one throw or lat Df. a
pattern are attached to one cross-harness, thus reducing the number of
vertical drawstrings needed for one pattern to a fraction of the number
of warp threads to be lifted or needed for a pattern. TO Weave several
pattern repeats across the fabric with this barness, !t 15 Only necessary
to 11ft one cross gut string and with it comes the reguisite number of

warp ends, each of the vertical drawstrings contin@® below the warp



carrying at its end a metal weight (lingo) which draws the harness back
into its original position when released (Wulff, 1666, 211).

Vhen the weaver sets up the draw-harness for a specific design he
places a circular loop around all the vertical drawstrings that have to
be lifted for one throw, each of the throws/drawstrings is then looped in
turﬁ. A drawboy sits on a board on top of the drawloom and pulls the
"loops in the order required to produce the pattern.

Vhen all the loops have been used, one full figure pattern is
completed. In order to repeat the pattern all the loops have to be
placed into the position from which the boy started. If, on the other
hand, a mirror image of the pattern is required, then the drawboy

operates the loops in the reverse order, the last loop becoming the

first, etc.

9.4.4. A Comparison between Akhmim and Zilv Compound Veave Cloth

Both the Akhmim and the zilu looms are non drawloom forms, which are
used to produce rigid geometrical designs with a small repeat size in
comparison with the width of the cloth. The Syrian drawloom on the other
hand is capable of producing a wide range of geometric and figurative
patterns with much fewer limitations in the size of either the horizontal
or vertical repeats. It would seem to be of interest to compare the
appearance and structure of compound weave cloth produced on the simpler
forms of handloom, namely the Akhmim and the zilv looms.

The main differences between the cloth produced on these two loom
types can be summarised as follows:
(A) the width of the Akhmim cloth is limited to the size of the loom

frame, i.e. a cloth width of between 1-1% metres would seem to be normal.



On the other hand, because the zilu loom is basically only a rectangular
frame which is set vertically, fewer restrictions, size-wise, are placed
upon it. According to Beattie, it was not unknown to have compound weave
cloth which was up to ten metres in width woven on this form of loom
(width being selvedge to selvedge, rather than taking the greatest
measurement as being the length; Beattie, 1081, 169).

(B) The selvedges on a piece of Akhmim cloth are along its longest side,
while on zilu cloth, they lie on its shortest sides.

(C) The designs and colours associated with Akhmim cloth are usually
woven at right angles to the selvedge. Similarly, the designs of the
zilu cloth are woven at right angles to the selvedges, but the designs
can be built up either vertically or horizontally, although they are
woven parailel to the selvedges. The colours associated with the zilu
cloth run at right angles to the cloth, but they cannot be built up in a
parallel manner to the selvedges as can be done with the designs. The use
of only two colours, i.e. red or blue with natural, and red with green or
blue, would, however, tend to obscure this point.

(DY There appears to be an important difference in the size of pattern
which can be produced or the two looms. In general it would appear that
the Akhmim loom is only capable, or perhaps more accurately, is only used
to produce relatively small scale geometric desigms. On the other hand,
the zilu loom is used to produce much larger scale, geometric designs.

(B> In addition to these points it can also be shown from modern
examples that the weavers at Akhmim use very fine Z-plied cotton for the
warps, while the weavers of zilu use very coarse Z-plied cotton (Beattie,
1981, 171). The difference in the type of warp used is probably due to

the nature of the loom and the intended eventual use of the cloth.



Akhmim cloth tends to be used for curtains, bed spreads, etc. On the
other hand zilu cloth is generally used in places where it would be
subjected to a considerable degree of wear, for example, as floor
coverings in mosques [114],
F. It was previously noted in this chapter that textiles with small
scale geometric patterns tend to have a compound weave area plus other
areas of weave were the warp threads are arranged in various orders, for
example, 1 2 3 2 1 2 3 2 1 2 3, etc. This arrangement of the warp
threads appears to be due to the pattern being produced using two heddles
and two pattern rods

In the case of material woven in the Akhmim and zilu looms, if only
a fragment of cloth without a selvedge is available it is likely thvgt
difficulties may occur in determining which form of loom had been used to
weave the textile.

Using the information which has been presented above, it is possible
‘ to reach a number of conclusions concerning the type of loom, or looms,
which were used to produce compound weave textiles. If the definition
given previously by Charleston is used, namely, a drawloom is a loom
which has a shedding device which is separate from the patterning device,
then it would seem reasonable to suggest that an Egyptian, or perhaps
more accurately, a Near Eastern version of a loom was developed which
could be classed as a drawloom. A more acceptable suggestion would seem
to be the one presented by Burnham and later by De Jonghe, namely that
the Han éompound weavers and their Near Eastern counterparts used a type
of pattern loom to produce compound weave textiles.

The concept suggested by various people that there was always a

'drawboy* wduld appear to be correct, but Geijer and other scholars would



e s o

appear to be incorrect in implying that the boy inevitably sat over the
loom. For example, in the case of the Akhmim loom, which can be seen as
the traditional compound loom in Egypt, the boy sat on a stool by the
side of the loom. It should, however, be noted that in the descriptions
of the Egyptian drawloom from the Mamluk period and the modern Syrian
drawlooms, men or boys do actually sit over the loom.

It would seem, reasonable, therefore to suggest that the origins of
the Akhmim loom should be sought 1§$he pattern-loom which produced the
late Roman and Early Islamic compound weave textiles found in Egypt. On
the other hand the origins of the loom capable of producing the complex
repeats associated with some of the silk compound weave twills, should
perhaps be sought in the 'Iranian' drawloom. Finally, a number of
textiles found in Egypt which are of the =zilu type, could have been
woven on either the Akhmim form of loom, or, as would seem more likely, a

loom similar to the =zilu loom which is used in modern Iran.
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10. SONE ICONOGRAPHICAL DETAILS CONCERNING THE

COMPOUND VEAVE TEXTILES INCLUDED IN THE CATALOGUE

10.1. Introduction
J. Charleston

In June, 1940, Grace Crowfoot wrote a letter to R.
which referred to his recent article, written with C. J. Lamm, concerning
compound weave textiles [1]. G. Crowfoot remarked that she had ﬁot
realised that there was such a variety of forms associated with this type
of cloth: "You and Mr C Lamm had made a very nice collection of examples
of the two faced weaves in that article; I did not know there was so much
variety as is éhown by your two Stockholm examples P1 VII.A.B." [2].

The range of designs represented by the compound weave textiles in

this thesis is, I suspect, considerably greater than either Crowfoot or

Charleston realised.
In this chapter I intend to discuss the designs associated

specifically with the weft-faced compound weave textiles in wool, as

these represent the main theme of the thesis. Particular reference will

be made to those examples which derive from known archaeological sites.
It would be impossible, however, to discpss:these pleces in isolation and
without making any reference to silk compound weave textiles; other forms
of cloth, or indeed to objects made out of materials such as wood, ivory,
metal, glass, etc. How the designs may have influenced the function agd
use of the compound weave textiles (or indeed the other way around), will
be discussed in the-next chapter, which will deal with the uses of weft-
faced compognd weave textiles. ‘

In order to discuss the designs, this chapter has been divided into

three: (10.2.) a brief account concerning the transmission of designs



during the Roman and Early Islamic periods, (10.3.) the commissioning of
textile designs and (10.4.) the range of designs associated with the
compound weave textiles referred to in this thesis. The last section has
been sub-divided into: <(a) non-representational designs (i.e. purely
geometric forms and stylised florél motifs), and (b) representational
designs (i.e. those which include human figures, animals, birds etc.).
There are further sub-divisions of these groups, but these will be
discussed in greater detail at the beginning of the relevant sections.

It should be noted at this point that greater stress has been laid
upon the transmission of designs, etc, in the Roman rather than in the
Sasanian Empire. This is simply due to the availability of primary and
secondary sources. It would seem likely, however, that many of the
general comments made below could equally be applied to the designs

acsociated with either of these empires.

10.2. The Transmission of Designs during the Roman and Early Islamic

Periods in the .Hear East

Vhile making a study of the designs associated with the compound
weave textiles which have been included in this thesis, it has been
necessary to be aware of certain factors, not least of which are the
length of time and sheer distances involved in the terms "Roman", "Early
Islamit;:" and "ifear East" respectively (3. |

Thus one of the elements which has to be taken into account when
discussing the transmission of designs during the periods in question
concerns the sheer size of the area under consideration and the
difficulties involved in travelling from one region to another (Henlg,

1083, 117). Yet it is also clear that motifs did become popular within



one region and that they were later used in other regions. Indeed in

certain cases they continued to be a popular form for several centuries.

A good example of this point would seem to be the "Four Seasons" theme

which, according to the art historian K. D. Dunbabin was both a well-

known and well-worn form (Dunbabin, 1678, 119).

Stylised representations of spring, summer, autumn and winter, for

example, in the form of female personifications of the four seasons, or

as representations of the months, have been found in numerous mosaics

from the Eastern Mediterranean region. Notable examples include the

third to fourth bentury Seasons mosaic at Antioch, ca. A.D. 260-280,

Venus and the Seasons mosaic at El Djem, Tunisia, and finally, the second

century A.D. lSeasons and Nilotic pavement at Zliten, Tripoli, Libya [4].

In addition to these Mediterranean examples, other Seasons mosailcs have

peen found in both Southern and Northern Europe (51. Of equal interest,

however, is the fact that the Seasons theme was not solely restricted to

one medium. It can also be found on other contemporary objects such as

wall—paintings,'embroideries, carvings, ivories, sarcophagi, etc. [6]

One of the questions which has to be raised in connection with the

widespread use of certain designs, 1s the manner in which the designs

" were transferred from one region to another, and from one medium to

another. Various possibilities suggest themselves, for example, secular,

oral and written traditions; local traditional art forms; the existence

of itinerant artisfs; the movement of master crafismen from one region to

another who taught or worked with local artists; the movement of slaves

who were trained in various decorative techniques; the transportation of

decorative objects, i.e. mosaics, pottery, textiles, etc., from one area
to another; the influence of official

art forms, notably, coins,



portraits of Senate members and the imperial family, as well as other
forms of official patronage, such as temple and monumental architecture.
A number of these points will be discussed in greater detail below.

Another factor which should be taken into consideration is the way
in which a design could be taken over by another culture or religion. The
introduction of Egyptian religious beliefs in Rome, espcially the Isis
cult, can be taken as a prime example of how religious images were
deliberately transported from one area of the Empire to another (7]. In
addition to the movement of design from one country to another, the
effect of religious art within one country should also be noted. An
example of this point can be seen in the way in which the image of the
Egyptian god Horus with a crocadile was incorporated into Christian
iconography. The origin of this image lies in Pharaonic myths concerning
the battle between Good and Evil as personified by the fight of the
falcon-headed god Horus against either Seth or Typhon (Griffiths, 1960,
102, 109—110). In a paossibly fourth century A.D. sandstone relief now in
the Louvre Museum, Paris (X 5130), Horus is shown wearing Roman armour
and mounted on a horse; beneath the horse's hoofs>is a crocodile which
Horus is about to kill with\a lance (Du Bourguet, 1971, 89). In later
Christian scenes the iaea of Good versus Evil in the form of Horus
(without bhis falcon's head) on horseback killing a crocodile is
transformed into Egyptian riding saints, a prime example being St. Gearge
slaying a dragon (Michavlidés, 1948-49, 01-92), According to the French
scholar G. Michailidés, tﬁis theme was also the prototype for the
legendary Muslim hero, Khidhar (Michailidas, 1048-49, 03).

Yet another element which has to be considered are the so-called

‘outside' influences. Such a factor not only concerns the idea that a




design is not simply copied in various distant geographical areas, but
that the style of working might also have been incorporated within the
repertoire of another culture. For example, wood carvings were found at
the Central Asian site of Lou-lan which appear to have been local
products but which, according to the archaeologist Sir Aurel Stein, were
of a quasi-classical style (Stein, 1021, 403). The decoration on one of
these carvings was described by Stein as being so graceful and vigorous
that it “"could easily be mistaken for good Byzantine work" (Stein, 1921,
403). Another panel from the same source bore four hanging wreaths which
had "a curious late Roman appearance" and they "might fitly take their
place as a specimen of Empire furniture" (Stein, 1021, 403). Similarly,
a basically Indian form of art called Gandbaran from Northern India
relies to a certain extent on Greek forms (see for example, ~Rowland,
1970, 121-148). But perhaps one of the most intriguing examples of how a
design could be adopted by another culture isL seventh or eighth century
A.D. textile called the Banner of the Mikado Shomu, which is now in the
Shosoin Treasury, Japan (fig. 187) (81l.

The basic design of the Shomu textile is made up of a series of
circies with pearl borders. Vithin the circles is a tree flanked on both
sides by two pairs of horsemen shooting afrows at pouncing lions. The
basic design, i.e. a.circle with pearl border, can be found on.numerous
Sasanian silk textiles and also on the depictions of textiles at Tag-i-
Bustan [9]. The style of the interstice medallions, and perhaps of
greater significance, the faces and armour of the warriors are purely
oriental. It is would seem likely, éherefore, that Sasanian silks had

found their way to the Far East and had been copied, either in Japan, or

as would seem more likely, in China [10].



The idea of copying, or rather of being inspired by other people's
work, continued well into the Medieval period in Europe and the
Meditérranean regions. The Dutch scholar R. V. Scheller defined in his
work on Medieval pattern books the difference between medieval and modern
attitutes in the following manner: “Vhereas a modern artist begins his
work by studying and copying from nature, his medieval colleague derived
his inspiration mainly from other works of art" (Scheller, 1963, 2).

Yet it is not just other artistic forms which formulated changes 1in
people's taste. The concept of fashion and the desire for "change for
change's sake" appears to have been as important during the Roman period,
and throughout the Roman Empire, as it is today. Nevertheless, due to
the problems concerning communication over a wide area, such changes
would seem to have been much siower in taking place than would now be
regarded as common.

A change in textile designs and the use of a different range of
designs in various regions of the Eastern Mediterranean during the Roman
Empire, can be highlighted by comparing a group of fourth century A.D.
textiles from Hawara in Egypt and comments concerning contemporary
clothing by Bishop Asterius of Pontus, Asia Minor (ca. A.D. 330-410).
The Hawara textiles were found in a mid-fourth century grave at Hawara,'
Upper Egypt, by Sir Flinders Petrie in 1887 (Petrie, 1889, }2—13). They
have been given this date due to the presence in the grave of a bronze
'coin of one of the sons of Constantine I (ca. A.D. 340> [11J. The
textiles are decorated in the follawing manner (fig. 189a-e):

A: band with a series of squares encfosing ornate diamonds, flanked on
either side by a Small.connecting chain motif, worked in blue; (B and C)

large oval in dark blue with design of connecting diamond trellis work




enclosing similar internal pattern; these pieces belong with (A); (D)
large roundel in purple with a knotted circle centre enclosed by an
interlace design and pearl border; (E and F) roundel in purple with vine
trail border (debased) enclosing central square with two diamonds. The
smaller diamond has been divided into four by circles which enclose four
connecting circles/diamonds; (G) roundel in purple with traces of a cable
design within a pearl border.

In Bishop Asterius's homily on Lazarus and the rich man, he is

!

clearly against the use, or perhaps more accurately, the overuse of
highly decorative patterns derived from various traditional and literary
sources (secular and spiritual), on clothing worn by the citizens of
Amaseia:

"Others again following their own judgement are lovers of
similar vanity ..... having discovered some empty art of
weaving ..... they have fashioned for themselves and their
wives and children bright clothing decorated with ten
thousand images ..... There are lions and leopards, bears
and bulls and hounds; forests and rocks, and beast-killing
men and all the skill of graphic art copying nature .....

The more pious of the wealthy ..... having read the gospel

story hand it over to the weavers: our Christ himself with

all his discipies, and each of the miracles as the narrative

has 1it. You will see the marriage in Galilee and the

pitchers ..... " (Asterius, Homilies, 1) [12].
Based on the above description it would seem uniikely that the patterns
associated with the Hawara textiles would bave been regarded by Bishop
Asterius in an offensive 1light. On the other hand, the decorative
garments which Asterius was complaining about may have resembled the
garment depicted on a second or third -century A.D. stone grave relief of

a noble man called Jarhai, which was found at the Syrian site of Palmyra

[131. The tunic has two broad clavi which have a descending design of an



ornate vine trail with foliage and bunches of grapes (fig. 190). Within
the vine there is a bird and a semi-nude female who appears to be
plucking a large bunch of grapes. There are also traces of an elaborate
design on the man's cloak including clavi with roundels enclosing
rosettes and an 'H' form over the left shoulder. It is clear from
several points that the man is wearing a Western, i.e. Roman style,
costume [141. Firstly, he is wearing a cloak which has been tossed over
the left shoulder. Sucﬁ a style of wearing a cloak is quite common in
Roman figures from throughout the Eastern Mediterranean. On the other
hand Persian men are usually depicted wearing cloaks which hang from both
shoulders. Secondly, in‘depictions of Persian male costume at Palmyra
there is normally a single broad stripe which goes down the centre of a
‘short tunic, rather than the double clavi form which again is common to
Roman period depictions of Eastern Mediterranean costume and which can be
confirmed by extant examples in various museums throughout the world
{151.

A similar range of designs can also be seen on certain fourth and
fifth century A.D. textiles now in various museums throughout the world.
The Haags Gemeentemuseum, for example, has a tapestry woven textile with
a line of dancing male and female figures set within an archway. Above
the arches there are felines in roundels (Anon., 1982, 45, no. 23).
Similarly, in the British Museum, there is a tunic which has roundels
with scenee of the Nativity; it was found at Akhmim and given to the
Museum by W. J. Myer ([16}. The continued use of highly decorative
patterns with Gospel themes on clothi;g can be seen in a sixth century
mosaic in the S. Vitale Church, Ravenna. The mosaic 1in question

includes the figures of the three Magi on the hem of the Empress Theodora



cloak (the image of the Magi will be discussed in greater detail later in
this chapter),

It could be argued that the parallel between the Hawara textiles and
the bishop's comments are not valid as the Hawara examples represent a
group of objects probaﬁly taken from a child's tomb, while the bishop was
writing about the textiles worn in Amaseia, generally by adults. It
should be noted, however, that the Hawara textiles came from five
different tunics, and it was normal during the Roman period in Egypt to
cut down an adult garment to fit a child, and also to cut the roundels
from one garment and sew them onto another (17]. Thus it is can be
suggested that the Hawara textiles actually represent a selection, albeit
perhaps small, of contemporary adult 'fashion' in fourth century Hawara.
Similarly, the bishop was talking about general fashions worn by people
in the street, rather than the high fashion of the court. Thus, both
groups of textiles can be used to illustfate the idea that popular
fashions during the Roman era did change and vary over a period of time
and in various places.

Another interesting aspect concerning decorative textiles lies in
the relationship between decorative textiles and other art forms, most
notably mosaics. This point has been discussed by various scholafs, for
example, J. Lassus and D. Levi in respect to the use of floret motifs in
the Antioch mosaics, as well as by S. Germain and D. J. Smith in their
discussions concerning mosaiés from other areas of the Roman Empire [18].
A suitable example to illustrate this idea would seem to be a first
century A.D. monsaic in Pompeii (House VI XI 10) which is made up of a
series of interlacing lines and which appears to have been derived from

the basic weave of a textile, namely, the tabby weave {10].



It should be noted, however, that the use of the same sort of motif
in association with a wide variety of objects can be found throughout the
Roman world. For example, in Figure 191, there is a drawing of an
interlace design from an illustrated papyrus found at Oxyrhynchus (25
3B.58/J [1ii); see Dbelow). The same, or very similar, motifs can be
found on objects found in Egypt which were méde from other materials, and
which derive from a wide variety of periods. Such designs have been
found on a silver bowl from Qasr Ibrim, Nubia, as well as on glass work,
mosaics, wall paintings, other forms of cloth, etc. [201. There are,
thus, many inherent difficulties in a comment which states that the
design on ‘this' object was actually and specifically derived from the
design on 'that' object.

Another example which can be used to illustrate this point is a
fourth or fifth century A.D. resist dyed textile from Antinceé, Egypt,
which is now in the Louvre Museum, Paris, and which depicts a young child
being washed [211. Aécording to a series of names which form part of the
decoration, the scene represents the first bath of Dionysus. The same
scene can be found in a sixth century Syrian mosaic which, again
according to the accompanying inscription, depicts the first bath of
Alexander (Chehab, 1958,'46—50, pl. XXII). The use of the 'first bath'
motif can.also be found in Christian iconography under the title of “the
first bath of Christ". The first bath theme in Christian art will be
returned to later in this chapter.

It would seem difficult, however, to say exactly how a design spread
from one region to another. - Hevert£eless, it can be shown from the
discovery of various items throughout the Roman Empire that decorative

ideas could have been spread by the exportation of aobjects. The



exploration of such objects can be divided into several different forms,
for example, the St. Menas flask which was found at Savarua in Hungary
may have belonged to a local devotee of St. Menas; it may have been a
souvenir of someone's trip to Egypt, or simply represented a curio from a
foreign iand which somehow found its way to Savarua ({22].

On the other hand, the glass mosaic panels (sing. opus sectile)
which were found at the port of Kenchreai, near  Corinth,
represent the exportation of complete objects. These panels came to
light during the excavation in the 1960's of a submerged cellar of a
mid-fourth century building (Ibrahim, et al., 1978, 1). According to the
excavators, about one hundred glass panels depicting various themes,
including Nilotic scenes, were found {(Ibrahim, et al., 1978, 1). Further
to this they felt that it was likely that the panels were manufactured in
Egypt (Alexandria), or possibly Italy, and then exported to Corinth in
order to decorate some unknown building (Ibrahim, et al., 1978, 227,
266). Thus the Kenchreai panels represent the deliberate exportation of a
large number of decorative objects, apparently for a specific purpose as
opposed to the possibly unintentional exportation of a single object as
appéars to be the case in respect tao the Menas flask mentioned above.

If the discussion of how a design may have been transferred is taken
slightly further, the question arises by what process one design became
popula? while another may have sunk into oblivion. The ramifications of
such a point, however, are far beyond the scope of this thesis. But on a
very simplistic level it may have been that, for example, a weaver in
Egypt liked a design on an imported G;eek pot, and re-used the form on a
textile he was weaving. Someane saw the result, again liked it and

copied it in a slightly different manner, etc.



A similar method of pattern transference, i.e. the copying of a
design from one object to another, has been advocated by various scholars
in respect to the question how a particular type of design became popular
in various regions of the Roman Empire. For example, in an article
caoncerning finds from the site of the Mote of Mark in Scotland, the
British archaeologist L. Laing wrote about several brooch moulds which
had interlace patterns (Laing, 1975, 107-108). According to Laing the
source of these patterns derived from late Roman objects from the
Mediterranean region (ibid., 107). TFurther to this he wrote that the
designs were in all likel;hood derived from Coptic textiles: "The
inspiration behind the Mote of Mark moulds should be seen as coming
directly from the Mediterranean in the period around 550. Through what
medium could interlace have been transmitted? The answer must surely be
Coptic and other textiles" (ibid.). Reference was then made by Laing to
the similarity between the interlace of the Mote of Mark moulds and a
Coptic textile now in the Whitworth Museum, Manchester (it should be
noted, however, that‘this textile was not found in Britain; ibid.).

As noted above, Laing made a direct comparison between the interlace
patterns associated with the moulds and the Whitworth Coptic textile.
One obvious problem with this theory is that no Coptic textiles have been
found in Britain. The lack of such evidence may simply be due to the
fact that none were actually ever there, or as would seem more likely
that the few that did occur have simply not survived. The point 1s
strengthened by the fact that Coptic beads, bowls and possibly even glass
have been found at various archaeologiéal sites throughout Britain (23].

In addition to these "British" Coptic objects, a number of Coptic

textiles have been found in Roman period sites in various North European



countries. One of these pleces, w1£h an interlace design, was found at
Conthey in Switzerland, and was published by E. Vogt in 1934 (Vogt, 1934,
168-206). More recently, the Danish archaeologist, L. Bender Jergensen
has published a Coptic tapestry fragment which was found in a grave in
Cologne, V. Gefmany (Bender Jorgensen, 1985, 85-100). In the same
article she refers to her identification of four more fragments of Coptic
textiles from sites in North Europe. These ‘'Coptic' textiles have come
from the following sites: an unspecified grave from Rhenen ""Utrecht, The
Netherlands; an unspecified grave in the Severinskloster, Cologne; Grave
1351, Krefeld-Gellop, W. Germany and finally Grave 40 Nidernberg in
Bavaria, ¥. Germany (Bender Jorgensen, 1085, 91).

It would seem reasonable to suggest, therefore, that patterned
textiles could have been an important source of design.transmission. 1
have severe reser§ations, however, concerning how far this idea can be
taken with any degree of exactitude. An extreme example of this point
can be illustrated by the wofk of the late American art historian P.
Ackerman  Ackerman included a number of her own comments (indicated in
the Orbeli text by the use of { 1) into an article on Sasanian silver by
the Russian historian J. Orbeli. Crbeli referred to the similarity
between certain metal work techniques and their possible origin in
decorative woven and embroidered vtextiles (Pope and Ackerﬁan, 1038, 752-
753). In one of Ackerman's asides she gives a detailed description of a
Sasanlan silveflplate now in the Hermitage Museum and embroidery stitches
which, in her opinion, were the inspiration behind the design:

"A second plate, likewise in the Hermitage Museum, which
also has other stylistic characteristics connecting it with
the lioness plate, has similiar indications of having been

adapted from an embroidery. It shows a lion felling an ox,
and the bodies of the animals are entirely covered with



rope-twisted 1lines, parallel and juxtaposed, a direct

imitation of couched thread, quite probably, in the

original, metal thread. The tree, on the other hand, 1is

obviously made of appliqué materials held down with long and

short edge-stitches, supplemented in two of the motifs with

seed-stitches or perhaps French knots; and the outline of

the pond is again an appliqué piece held, it would seem,

with scalloped button-hole stitch. The pond 1is made of

couched thread in imbricates, and the water may well have

been represented with silver thread". (Pope and Ackerman,

1038, 753).
It is feasible that Ackerman was correct in her interpretation, but I
would be 1interested to know whether the embroidery stitches she cites
were actually in general use during the Sasanian period or whether she
had simply attributed modern embroidery knowledge to the object.
Unfortunately, as so few embroideries appear to have survived from the
period in question, it would seem unlikely at present whether this point
could be satisfactorily resolved.

Another question which has to be asked concerning the transmission
of designs during the early centuries of the first millennium A.D. is
whether it is possible that something existed akin to Medieval and
Renaissance pattern baooks, for example, works such as the famous mid-
thirteenth century drawings by Villard de Homnecourt or such as Venetian
pattern books of the fifteenth and sixteenth centuries [24]. Such an
idea would be helpful in explaining how similar motifs 'travelled' from
one fegion of the Roman Empire to another, for example, the Seasons
mosaic mentioned previously. One scholar who has put forward this idea
is the art historian J. M. C. Toynbee in her work on animals in Roman
life and art. According to Toynbee the lion and stag motif which was

used as the central pattern of a mosaic found at Verulamium »*St Albans,

England, must have been based on a pattern book of some kind: “He {the



commissioner] must have been shown the group in‘an imported copy-book and
perhaps have admired for their own sake the vigorous drawing and vivid
coiouring of the animals" (Toynbee, 1973, 68). The English historian D.
J. Smith was more direct on this point-when he wrote that the patterns on
two mosaics at Frampton and Hinton St. Mary (also in England) must have
been derived from the same pattern book (Smith, 1965, 100).

It should be noted, however, that no such work appears to bhave
survived nor, according to Scheller, are they referred to in contemporary
written sources, so their existence should be regarded as an hypothetical
possibility (Scheller, 1963, 4, fn. 1). The American art historian O. J.
Brendel suggested that Roman artists may have drawn inspiration from
illustrated manuscript scrolls, which were also easy to carry around:
"They [the designs] may be due, for instance, to transportable aids such
as sketches in pictured scrolls kept in the workshops as model books"
(Brendel, 1979, 181). Again, however, there is no direct evidence to
suggest that workshops did actually possess such abjects.

On the other hand there is evidence in the form of extant examples
for drawings which were either sketched out as roughs for textiles or as
very detailed painted patterns [25]. One such example 1is an
unprovenanced Romano-Egyptian papyrus which is now on display in the
Victoria and Albert Museum, London (VA T.15.1946; fig. 192). The
papyrus was given to the museum by the English Egyptologist P. E.
Newberry in the late nineteenth century. It has a square design, worked
in black ink or paint, of Orpheus with two animals, enclosed by a border
of shells, fish, crabs and other sea creatures, with four faces in the
corners. Next to the square there is a band or clavus design with a

putto, plants and animal shapes [26].



In addition to the Victoria and Albert example there is also an, as
yet, unpublished group which comes from the site of Oxyrhynchus in Middle
Egypt (Whitehouse and Vogelsang-Eastwood, forthcoming). A vast collection
of papyri was found at the: site during the late nineteenth and early
twentieth centuries, apd this mass includes at least 250 painted papyri
or papyri with ink drawings. It should be stressed that not all of these
illustrated papyri were to be used for the production of decorative
textiles. It 1s clear from the appedrance of the images that some were
for architectural‘use, others appear to have been for wall-paintings,
while many appear to have been simply doodles [27)}. There are, however,
a group of about ten papyri which can be linke& to the designs associated
with textiles. The link has been basically made on their appearance and
overall shape rather ?han the use of specific motifs [28]. Some
examples, however, are border line cases and méy have been used for the
production of, for example, mosaics. Yet the basic principle would
appear to have been the same, i.e. they were meant to act as a ‘cartoon'
for the producfion of a two-dimensional design.

In general, therefore, it would apbear that these illustrated papyril
from Oxyrhynchus represent something nearer to the more modern concept of
a designer's portfolio of ideas rather than a pattern book as defined by
Scheller. In respect to the finished textile patterns, perhaps a better
analogy would be the large cartoons used during the medieval period and
later, for the weaving of the great Arras and Brussels tapestries. One
of the most famous, extant series of this type of 'blue print' are the
Raphael tapestry caftoons which date from 1515-1516 and which are now in

the Victoria and Albert Museum, London (Reynolds, 1972, 3).



10.3. Some Ideas Concerning the Commissioning of Textile Designs

A somewhat neglected area in the study of textiles concerns the
question as to how textile designs were actually commissioned, if indeed
they were commissioned. In this section I wish to give a few suggestions
about the manner in which a customer may have decided upon a particular
design on, for example, a new. tunic. It should be noted that the
possible means of commissioning designs which are described below are
given in respect to the commercial production of textiles in Egypt, as
oppossed to those textiles produced for use in a temple, by the state, or
within a private household.

It has been suggested above that a weaver may have had an 'ldeas
portfolio'. If this is accepted then the question must be asked how a
particular design‘was chosen. Vas it entirely left to the discretion of

the weaver or were other influences of importance? Also, adid

_ professional textile designers exist, namely, professional artists who

adopted designs from other objects to be worked on textiles of various
types? Such a concept has been put forward by the English textile
historian D. King in his work on a number of compound weave textiles now
in the Keir collection (King, 1981, 95). King described the range of
hunting designs associated with the textiles. In particular he mentioﬂed
the comments made by Asterius which have been given previously in this

chapter. In this respect King wrote:

“The textile designer had no need to invent such motifs;
the stereo types of animals and hunters were so widely
employed in all the arts that they must have been copied into
every designer's notebook. His task was rather to adapt and
arrange them to suit the use and format of the textile to be
produced and the particular technique to be employed, whether
resist-dyeing, embroidery, tapestry weaving or drawloom
weaving" (King, 1981, 95).

i



The idea of a textile designer in the manner which King described, i.e.
someone who produced designs suitable for textiles and then adapted the
design according to the needs of the producer, for example, an
embroiderer or weaver, seems to be of a relatively recent origin. Such
artist/designers are now an accepted part of the modern textile
industry, but as yet, I have been unable to find any evidence to suggest
that middlemen in the form of ‘textile designers' existed prior to the
Renaissance period. Instead, it would seem that embroiderers, weavers,
etc. either produced their own designs (from whatever source they chase),
or they produced the design which their clients wanted or vice versa.
For example, a weaver may have asked to a customer "Do you want something
iike Mrs. So-and-So had, but in blue instead of purple?" So far I have
been unable to fina any proof for this course of action, but it would
seem to be a possibility and as such must be considered.

Another possibility is that a customer may have gone to a weaver and
said "I want such and such a design in this coiour". Such a course pf
action would seem to be indicated by a first century A.D. Egyptian letter
from Apollonius in Alexandria (?) to his son. The letter was found at
the site of Oxyrhynchus: "A pattern of the colour of the dress that is
being made is enclosed in this letter; give it to Nicanor to look at, in
order that, if he likes it, he may write tﬁ us, for it has not yet been
given out. Ve are going to use local purple" (P. Oxy. 1153).

A third possibility is that a weaver followed his own initiative
over the production of a design and wove it in a series of colours in the
hope that with these products he could attract various customers or which

fitted into the 1local textile market. Such a course of action is



indicated by the use of the same geometric design for two compound weave
textiles. Instead, however, of being woven in the same colour
combination they are in two different colourways, namely orange and cream
(VA 306.1891 <74>), and purple with beige (VA 305.1801 <73>; see figs.
148, 14%9). It should also be stressed that, although the warp threads
are both undyed they were of a different colour, thus it would seem
unlikely that they are from separate areas of the same textile. A similar
situation, namely, the same design but in different colours, also holds
true for a textile now in the Abegg Stiftung (AS 142 (142)>; see fig. 150)
[29]1. These details concerning the appearance of the compound weave
textiles would suggest that it was the weaver who decided the colours in
which to produce the cloth. Perhaps this course of action was followed
in the hope of appealing to the tastes of a variety of customers, in the
2

same way that a modern wallpaper pattern book has the same design in a
number of different colourways. ' Nevertheless, as noted in the last
'chaptef, the potential cost of producing such textiles may also have been
a consideration.

In respect to the market forces which influenced the production of
particular textile designs, it is possible to look at the number of
tapestry woven textiles which may beb copies of silk textiles (although
as previously noted, such a comparison should be treated with care). A
good example to illustrate this point is a comparison between the
interlace design on a silk textile (fourth to fifth century A.D.;
possibly a compound twill weave form), which was found in the tomb of St.
Julianus, Rimini, and that of a wool and linen tapestry weave textile now
in the Vashington Textile Museum ([30]. Both textiles have simple

interlace designs set within roundels, although in the case of the St.



Julianus example these are connected, while those of the Vashington
example appear to be isolated.

Both of these designs can also be compared with the interlace motifs
on the Hawara textiles (wool.and flax tapestry weave), and also, perhaps
of greater interest, with the 1n£er1ace design depicted on one of the
Oxyrhynchus papyri (18. 2B/68D (1-2) b).‘ Similarly, there is a tapestry
woven textile now in the Louvre Museum, Paris (F43, X 4533), which has a
design of rows of discrete octagons with ‘pearl' border enclosing either
animals or trees with paired animals [31}. The layout of the roundels,
plus the use of a pearl border to enclose birds, animals or a tree‘can be
compared not only with compound weave textiles in wool, but also with
_silk compound weave textiles found in Central Asia by Stein and with the
depiction of garmeﬁts worn by members of the Sasanian court, at Tagq-i-

Bustan [32].

10.4. The Designs Assoclated with the Compound Veave Textiles Recorded
in this Thesié |

The designs associated with the cqmpound weave textiles recorded in
this thesis fall into two distinct groups, namely the simple and complex
geometric forms on the one hand, and representational designs, i.e. those
which include birds, animals, and humans on the‘other‘ In addition to
these textiles there are also two very small groups which have (a)
tapestry weave insets and (b) woven inscriptions. As regards each of
these sub-sections a description will be given of various, reievant
compound weavé textiles. These will then be followed by a discussion

concerning some of the possible sources of the designs and comparative

examples in other media.




Not all the compound weave textiles noted in the catalogue have been
individually described in this chapter, because many are duplicates or
fall within a well defined and identifiable group. I hope, however, in
the following descriptions and discussions to illustrate all the main
types of designs so that it will be clear from the main catalogue entries
why particular designs have been assigned to specific categories.

It should also be noted that throughout this chapter, stress has
been placed on the designs of compound weave textiles, particularly those
in wool, from known excavations both 1in and outside of Egypt.
Nevertheless, where relevant, referemnce will be made to the designs found

on other types of textiles, and to objects in other materials.

10.4.1. Geometric Designs

The section on geometric designs has been sub-divided into two,
nanmely, (A) simple geometric patterns and (B) complex geometric patterns.
In the latter case some of the textiles also include stylised floral
forms, namely the rosette. It could be argued that these should come
into the‘ representational section as they are ultimately derived from
plant forms, but in many cases the rosettes have become so formalised
that they are simply patterns, rather than identifiable plant types.

Before describing the various geometric motifs which are to be found
on this group of compound weave textiles, certain points concerning the
nature of these designs, plus their comparison with designs on other
forms of objects should be noted.  Firstly, the same or very similar
motifs can be found on rounded forms such as silver or glass cups,
dishes, vases, etc., but as é generalisation, these tend to be

individually represented, rather than repeating motifs which cover the



whole surface of the object. The two-dimensional nature of a textile
design also means that they have more in common with mosaic patterns,
stucco work, reliefs or wall paintings rather than with the various
types of rounded forms mentioned above. Secondly, the size of some of
these textiles again means that these pieces have more in common with
mosaics etc., than the three dimensional objects mentioned above. It is
very difficult, for example, to compare satisfactorily the design layout
of a silver disc which may only be a few centimetres in size, with that
of a wool compound weave textile which may be several metres long [33].

Thirdly, when discussing the repetition of some of the designs on
the compound weave textiles some account has to be taken of the inherent
iimitations due td the nature of the patterning mechanism of the loom,
whether it is simple pattern rods or some more complex form of
patterning device. Such constraints do not exist when discussing
mosaics, wall paintings, etc., as these patterns are produced purely by
hand and are thus at the mercy of the possible whims of .the craftsman or
commissioner.

As a result of the similarities I have tried to indicate between
these compound weave textile designs and mosaic patterns, it will not be
surprising when, in the following pages, the emphasis is placea on a

comparison between the textile designs and mosaics.

(1) Simple Geometric Patterns: The simplest pattern within this group is
the design of a silk compound weave textile from the Mesopotamian site of
Dura Europos which has been given a pre A.D. 256 date (see Chapter 4,
fig. 136). The design is made up of two rows of connecting bar shaped

motifs which were worked in red on a neutral ground. According to



Pfister and Bellinger this piece was of Syrian or Western, rather than
Chinese origin, which would imply that they considered the design to be
also Vestern in style (Pfister and Bellinger, 1945, 3). Nevertheless,
the simplicity of the design would seem to be such that it could have
come from anywhere, and so far Ivhave found no satisfactory evidence to
state conclusively that this design was purely Syrian in oriéin.

In addition to these simple designs there are also a small number of
compgund weave textiles which are simply made up of squares of various
sizes worked in two colours, for example, a textile found at the Egyptian
site of Karanis (Kelsey 12708, <149>; 8.2 x 4.0 cm, see fig. 97), which
was worked in blue and red wool. ~ Similarly there is a compound weave
textile from the site of Qau el-Kebir, also in Egypt, which was worked in
blueland orange wool (VA T.23§.1923, <84>; 6.2 x 4.7 cm; see fig. 112).
These textiles have been 'given tentative dates of pre A.D. 450 and
"Byzantine" respectively based on archaeological evidence.

It 1is possible that several of these bi-coloured textiles once
formed part of a much larger textile which had a more complex design.
Such would seem to be the case in respect to two wool compound weave
fragments from Qustul in Nubia, which have two areas of blué and red
checks separated by three bands in red and yellow (Chicago Art Institute,
33 and 83 (165, 166>, the largest fragment is 23;0 x 8.0 ém, see fig.
128). The textile is possibly pre-fourth century A.D. in date (see
Chapter 2).

The same type of band plus checked area can be found on another
group of compound weave textiles which also seems to form a distinct
category. The group is made up of small squares and rectangles of

various sizes which produce an effect very similar to an art form popular



in Europe and America during the 1960's called optical or ‘op art' [341.
The use of an 'op art' effect was also well known in Roman art, and seems
to have been especially popular between the first century B.C. and the
third century A.D. in Italy -(Dunbabin, 1979, 6). The popularity of this
technique may well be due to its suitability for mosaic patterns as can
be seen by the black and white mosaics in Rome and elsewhere [35]. The
desire to produce three-dimensional designs can also be seen on a number
of mosaics, notably an early fourth century mosaic at the Piazza Armernia
called the Great Hunt Mosaic which has a border made up of a three-
dimensional Greek-key pattern (Dunbabin, 1979, 53_54"p1' 201).

The compound weave textiles referred to above appear to follow a
very loose order of 'deveiopment‘, which starts with a textile now in the
Royal Ontario Xuseum (ROK 061.107.6, <13>; 12.0 x 20 cm, fig. 193). The
textile has a simplevgrid pattern in undyed wool which has been used to
highlight alternating large squares (made up of 5 x 5 small squares) in
blue and pink, | The ROM textile is followed. by two compound weave
fragments which were found at the site of Armant in Egypt (Bolton
62.31.3 and 62.31.4, <33, 34>; 7.0 x 3.5; 5.0 x 3.0 cm; see fig. 111).
These pleces have been given a late thifd, probably fourth century date,
based on archaeological information. The design of these pieces 1is
simply made up of alternating squares in blue and natural which have been
divided by a double width grid line. The two fragments were found in
ceparate graves and do not appear to fit into each other. The regular
nature of the design, however, has made it possible for me to reconstruct
the design as given in Figures 110 A,b. Interestingly, this is very
similar to the design on a black and white mosaic from the Imperial

Palace in Rome which has been given a first century A.D. date by the



Italian scholar G. Becatti (Becatti, 1965, 20, fig. 6). Nevertheless, it
would seem very unlikely that these two objects should be regarded as
contemporary, rather than as a good example of how ‘useful’ designs
survive.

A furtﬁer step from this motif is where the separating grid lines
become divided into more rows and then sub-divided both vertically and
horizdntally following the divisions within the main squares. This form
of pattern can be found on a silk damask textile which was found at
Palmyra and which was regarded by Pfister as being Mediterramean or
Syrian in origin (fig.’194;‘Pfister, 1637, 36). -Because the city was
destroyed in A.D. 273; it can be suggested that this type of design had
become well established in the weaver's repertoire by at least the mid-
third century A.D. |

Another compound wéave fragment with a similar, but not identical
patterﬁ to those mentioned above was alsﬁ found at Ka;anis (Kelsey Museum
13704 a, <150>, pre ca. A.D. 450; see fig. 100). The textile was woven
in biue and natural wool. TUnfortunately, it has only survived in three
small fragments (the largest of which is 8.5 x 4.0 cm). It has been
depicted in L. Vilson's catalogue of textiles from Karanis as being made
up of two large 1light coloured squares separated by a narrow dark
coloured rectangle (Wilson, 1933, 17, no. 17, pl. IID). I would like to
suggest that it should be reconstructed as shown in Figure 100 with
alternating light and dark coloured squares. Such a sequence would fit in
with the other patterns described in this section. In another compound
weave textile in wool from the same site the main blocks of the pattern
(greeny blue and natural) have been separated by ten stripes in red and

natural (Bolton 19.30.95, <30>; 17.5 12.9 cm; see fig. 69). The division



of the squares appears to be similar to that used on a compound'weave
textile now in the Victoria and Albert Museum (VA T.899.1886 <66>; see
also Hildesheim, 4262, <171>), except that in this textile the blocks are
worked in solid red areas rather than stripes (fig. 195).

The textiles described above have been worked in blue and natural or
dark blue and light blue (with in some cases distinct red areas). There
are also several fragments of compound weave cloth, however, which have
the small square and rectangle motif produced in a much wider range of
colours. The pieces in question all appear to have originally come from
one length of cloth, although they are.now in three collections ([36].
The largest fragment is 48.0 x 46.0 cm in size and is now in the Victoria
and Albert Euéeum, London (VA T192.1976, <11i6>). The Victoria and Albert
example has a broad band of red (weft-faced repp weave) separating two
areas of dark and light blue squares and rectangles (see fig. 72, the
pattern and pattern faults associated with FNorwich 58.19(3%a <120>).
The effect is disturbing to the eye and is reminiscent of the so-called
‘op ért' form mentioned previously.

It is possible that one of the feasons'why these simple 'op art!'
geometric designs were so 'popular' as textile patterns may have been the
fact that they can be produced on a minimum number of heddles and rods,

wirlawle Livine
withing—havel to use a complex shedding systems. As a result, therefore,
it would have been possible to produce a long length of cloth with an
acceptable or perhaps even fashionable design with a minimum of
equipment. Some possible uses of long lengths of this type of cloth will
be discussed in the ne#t chapter.

A more complex form of the simple bands and stripes idea can be seen

in a blue and natural compound weave textile in wool which was once in

perT



the Lamm collection and which is now in the National Museum, Stockholm
(1771939, <246>; 16.0 x 24.0 cms; fig. 196). The textile has two narrow
bands and a wider band dissected by a series of six small stripes
alternating with wider stripes. Another compound weave textile which
would appear to fit within this sub-section of designs made dp of small
B squares is a fragment which was found at:thé Central Asian site of Niya
and which is now in the British Hgseum, London (37]. The textile is
incomplete but it appears to have a desfgﬁ of a series of large z;g—zags.
made up of small squares in blue, natura; and red wool on a natural wool
ground (see fig. 129). ©No parallels fof this textile have been found
amongst the compound weave textiles from known sites in the Vest.

Another textile to which I have been unable to find a direct
paralilel is an example excévated at the site of Qasr Ibrim in Nubia. The
textile in question has rows of alterﬁating diamonds in red and natural
(Q.1I. 74T/8, <44>; 15.5 x 17.0 cm; see fig. 115). Each of the diamonds
bas been dissected by a ro% of blue wool loops. Unfortunately, the
textile was found in the disturbed fill in House X 2-1. As a result,
therefore, it cannot be satisfactorily dated.

One of the textiles in this category'has been made up of a series
of narrow bands which are divided into long and short sections (Brooklyn
Museum, 15.447, <258>; 5.5 x 14.0 cms; see fig. 107). The latter have
been so arranged that they form a stepped pyramid design which 1is
highlighted by the use of blue with red, and green with yellow. The
piece is of particular interest at it was found at the Egyptian site of
Antino& during an excavation in 1913/14 by the English scholar J. de
Johnson [38]. Unfortunately, he gave no indication of where he found

this compound weave textile or under what conditions. As a result,



therefore, no acceptable archaeological date can be atiributed to this
textile or design.

In addition to the 'op art' types mentioned above, there is also a
group of textiles which have bands of simple geometric designs and which
appear to belong to other, much larger compound weave textiles, for
example, a fragment which was found at the Nubian site of Qasr Ibrim. It
was found in an early X-group context (A.D.’ 400-500) and in the same room
 €$ a scroll which was dated to the mid-fifth eenfury [39]. It would seem
possible to suggest that this piece of cloth Qés, at the 1atest; fifth
" century in date (QI 74T/77 <49>; 7.0x 18.5 cm; see fi‘lg.'llg). ‘A1l that
':survives of the varicus bands are two red and purple bands with a zig-zag
ﬁotif, flanking a greép and yeilow ban& of alternating paired bars and
diamﬁnds. There a?e also tr@ces‘of another bénd with brown and nafural
bars and diamonds folldwing one of the red apd pufple bands. Another
‘exampie is now in the Science Museum, London (SK 109344 (B) ii <61>;'10{0
x 23.0 cms, fig;_197). The,deéign on this téxtile is made up of four
extant bandé of (a) a blue and natural stylised vine trail, (D
alternating stylised rosettes and squares in red, (c) a row of blue
circies connected to each other with a thin line, and finally (d) tracgs
of a row of large red, round shapes, possibly rosettes. There are also a
number of other compdund weave textiles in wool which have bands of a
similar size and layout to the two described above. A description of all
these pleces, plus the reasons concerning’ why I think they belong
together, and how their function affected their appearance will be given

in the next chapter.



B> Complex Geometric Patterns: The range of designs associated with
this sub-section is both varied and large so again I have sub-divided the
pleces. The divisions are as follows: (i) purely geometric, (ii)

rosettes, trefoils and quatrefoils, and (iii) stylised plant/tree motifs

(B,1) Purely Geometric: Two of the simplest textiles in this group are
now in the Kulturhistoriska Museum, Lund (KM 37,604 a, b, <224>; 21.0 x
15.0, 16.0 x 15.0 cm respectively). One of the textiles has alterndting
monochrome bands (KM 37,604a <224ad>; fig. 198). The patterns in the
decorative bands are: (a) single line zig-zag; (b) three lines: one
straight, two with a castellated appearance; {(c) groups of three cross-
like motifs, followed by the three lines described in (b). The second
textile (KM 37,604b <224b>, fig. 199) has a more complex design which is
made up of several distinct bands: (a) stylised rosettes with six small
squares around a'single centre square;-(B) squares made up of two lines;
(c) 'H shaped.motifs lying on their sides, but made up of small squares;
(d> monochrome band; (e) two stylised leaf (?) motifs coming from a
central stem; (f) truncated triangles set in opposite directions, and
finally, (g) a four-armed geometric motif.

A number of textiles in this group have very regular geometric
designs which are clearly reminiscent in their layout to floor and wall
tiles, for example, a compound weave textile in the Victoria and Albert
Museum has rows of discrete red and natural squares made up of four gamma
shapes set at right angles to each other (VA T.69.1934 <87>, 33.0 x 6.5
cm; fig. 200)." Another textile in this group which is nDQ in the Royal

Ontario Museum has a red and natural grid pattern enclosing a geometric




design made up of a central panel with a stylised rosette fortn and four
‘arms' coming from the sides of the panel. The corners of the square are
filled with small, alternating red and white squares (ROM 078.76.273,
{22>; 12.7 x 17.8 cm, fig. 201). A much more elaborate example belonging
to this group is a wool coméound weave textile which is also in the Royal
Ontario Museum (ROM 970.364.1, <15>; 30.0 x 45.0 cm, fig. 202). The
design was woven in red, turquoise and natural and is made up of a series
of crystal-like shapes which fit 1into each other. The shape is
highlighted by fhe use of alternating bands in red and turquoise with
thin lines in natural separating the areas. Vithin the various bands
there are discrete circles (the so-called peérl shapes). The bands
enclose a central paftern made up of small connecting hexagons in various
colours.

There .15 also a grodp of compound weave textiles which have a
dominant trellis work pattern enclosing a small and simple geometric
motif. For example, there is a textile now in the Science Museum (109344
(B> v, <64>; four fragments the 1arge§t of which is 15.0 x 18.0 cm, fig.
203>, which has a diamond trellis work enclosing a single four armed
cross. The textile has been worked in dark blue, light blue, orange and
dark red. It is very similar in appearance to an example now in the
Victoria and Albert Museum (T.71.1934, <89>; 34.0 x 7.0 cm; fig. 204),
and one in the Textile Museum, Lyons (26/812/20 bis, <191>; exact size
unknown, fig. 205). The first two textiles have a trellis work design
which encloses a semall geometric shape, while the third encloses a
styliced tree form. The central design of these textiles, however, has

been woven in alternating rows of red and orange.



The same layout of a framework enclosing a small geometric motif can
be found on a number of other forms of textiles, mosaics, stucco work,
cups, etc. which have both Roman and Sasanian connections [40]. It
should perhaps be regarded as a ‘standard’ design, rather than one which
can be used for more closély dating or provenancing these particular
compound weave textiles.

In additiop to the compound weave textiles mentioned above which
~ have rounded or circular forms, there are also a number of textiles with
square or linear. designs; for example, in the Louvre Museum, Paris,
there is a compound weave textile which has an overall design of indented
circles worked in blue and natural (Louvre AF 5666, <135>; 17.3 x 15.5
cm; fig. 205). Interestingly, there is also an area of red and natural
which appears to come half way into the textile, but unfortunately,
there is no indication as to the size or function of this region, as the
textile has been damaged at this point.

A more distinct group, hawever, is formed by a number of wool and
silk compound weave textiles in museums thfoughout Europe. These pieces
are typified by bhaving a .small octagon or circle design which is
connected to small squares.l There is a minimum of decoration, if any, in
either of these shapes. A good example to illustrate this point is a
wool compound weave textile which is now in the Victoria and Albert
Museum and which has a pattern of a rounded trellis enclosing indented
squares (VA T.71.1934, <89>; 34.0 x 7.0 cm; see fig. 204). It was worked
in green, orange and red wool.

There is also the purple, silk compound weave textile which was
found in the tomb of St. Paulinus (+ A.D. 358), in Trier, V. Germany, and

which has a similar, although not identical pattern (Cathedral inventory



no. C 28;‘See fig. 155). The design was made up of rows 'of small,
connecting crosses and indented squares [41}. St. Paulinus was buried in
Trier at the end of the fourth century, so at first giance it would seem
reasonable to give the textiles a similar date. The tomb, however,.was
opened at various times ana other objects were placed within (Braun,
1610a, 1510b). As a result, therefore, a late fourth century date
given to this textile by various scholars can be regarded as likely, but
not completely secure [42].

A similar, although not identical design to the Trier example is
found on the silk compound weave textile from the tomb of St. Julianus (¢
circa A.D. 249-251), in Rimini [431. The design is made up of a series
of connecting octagons enclosing smaller and darkef octagons. In the
interstices there are small rectangles which enclose five smaller squares
in an x-shape (fig. 207).

Unfortunately, as with the St. Paulinus textile, a number of dating
problems exist as regards the St. Julianus textiles., It was suggested by
King that St. Julianus was Julianus of Istrian who died in about A.D. 249
(King, 1981, 102). According to Muthesius, however, the St. Julian in
question was Julianus of Cilicia who was martyred in the early fifth
centﬁry A.D. (Muthesius, 1984, 247, fn. 35). The problems of dating
these textiles are further augmented by the fact that the tomb was opened
several - times aver a period of about fifteen hundred years and other
Dbjecfs; including textiles, were placed inside (Gerola, 1911, 115). For
example, the textile with the square design,  plus another with' small
putti in acanthus leaves would appear to be early (Gerola, 1911, figs. 2,
6). Similarly, the silk textile illustrated in Gerola's Figure 4 1is

comparable with the wool tapestry textile found at Hawara which was



discussed earlier 1in this chapter and which was given a mid-fourth
century A.D. date. On the other hand, the grave also included a large

silk textile which has lions enclosed in roundels and which is similar to

eighth century and later textiles [44]. The datable objects in the tomb

also included a bronze coin Qf Constantine I (A.D. 306-337) and seventeen
other coins which range in date from A.D. 814-1649 (Gerola, 1911, 115>,
As a result, theréfore, the dating of some of the silk textiles to either
the mid-third, or possibly early to mid-fourth century A.D. has to be
treated with a degree of caution.

The designs associated with the Paulinus and Julianus silk textiles
mentioned above are alsoc comparable with those on several compound weave
textiles in wool which are now in the Ashmolean Museum (1801.288, 532,
{123>; the largest fragment is 17.5 % 9.0 cm) and the Victoria and Albert
Museum (306.1891, <74>; exact size unknown, see fig. 148). These
particular textiles are of interest as they were woven in two different
colourways, namely, orange with a creamy ﬁatural colour, and purple with
beige (respecfively). Vhether, however, theée were copies of a design on
a silk compound weave textile such as the Trier or Julianus examples, or
indeed the other way around, remains a problem, because no satisfactory
dating system for either group of compound weave textiles in wool has
been found.

In his article on the various silk textiles which were found in the
the tomb of St. Julianus, Gerola drew a parallel between the silk
fragments and a very similar design on the cloak of one of Theodora's
attendants in a sixth century mosaic at St. Vitale, Ravenna (fig. 210;
Gerola, 1911, 116, fig. 7). Interestingly, it should be noted that

Rimini is near Ravenna, and that these textiles are now in the Ravenna
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¥useum, although whether the Julianus textiles should or could be classed
as the prototypes for the mosaic pattern remains purely speculative. It
would seem 1iké1y, therefore, that the Julianus textile belonged within
the same tradition as the Trier silk compound weave textile. At present,
however, due to the lack of information about the origins of both these
textiles, the question whether it came from the same workshop, sources or
tradition as the Trier textile must remain opén.

Reference should also be made to the silk compound weave textile
which was found in the tomb of St. Ambrosia (t A.D. 397; see Granger-—
Taylor, 1983). The textile (S.8) was woven in a purple coloured silk and
has a pattern of indented squares which gives the effect of a circle and
small squéres at the interstices (see fig. 154). The repeét size of thé
~p;tte;n is ca. 1.8 cm (vertically) and ca. 1.9 cm (horizontally) [45].

Mention has been made above to the appearance of this type of design
on the Ravenna mosaics, but it should be noted thaf this is not the only
mosaic where it has been used. Similar forms can also be seen on a
second century A.D. mosaics as far apart -as ‘the "Martyres of Qeoussié",
Libya and the mid-second century A.D. Savaria mosaic, Hungary {461.

Reference should also be made to an unusual design on a textile
which was in the Rogers and Podmore collection (178> present whereabouts
unknown). The design was woven in dark blue and red and has a series of

connecting diamonds with an internal fill of emall dots (fig. 200). The
diamonds plus their connecting lines make various shapes, including
octagons and parallelograms. Inside these various forms are leaf-like
shapes and smaller parallelograms respectively. The design of this
textile is similar to a compound weave textile which was reputably found

at Antino&, and which is now in the Lyon Textile Museum (Lyon 24/569/9
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<{190>; size unknown; see fig. 103). The textile was woven in blue and

natural wool. The overall effect of this pattern is much larger and

cruder than in the Rogers and Podmore textile, but the use of lines,

diamonds and parallelograms appears to be the same. Unfortunately, the

"Antinog&" example has been damaged so it is now impossible to say with
any confidence the extent to which the rest of the two designs  are

similar, and as yet I have been unable to find any satisfactory parallels

to this particuiar form of design.

Finally, mention should be made of one of the most complex designs

within this group of patterns, namely that which is found on a compound
weave textile in wool now in the Louvre Museum, Paris (AF 5832, <137>;

53.0 x 20.0 cm, fig. 210). The design is made up of a number of narrow

bands with various geometric and styliséd vine trail designs in red with

blue and blue with natural, which flank a central band. The design of

this broader band is worked in blue with natural and traces of three {(one

complete) connecting and elaborate octagons. Vithin each of these

octagons there is an eight-sided star which in turn encloses four
sfylised leaves radiating out from a central circle with rosette.

Between the octagon and the star shape there are eight groups of paired

ornate circles.

The use of an eight-lobed star on textiles can be dated to at least

the late third century A.D. in the Eastern Mediterranean region. This

point can be illustrated by the discovery of a large fragment of cloth
with a tapestry woven roundel and at least two bands, which was found at

the Syrian site of Palmyra (destroyed in A.D. 273; Pfister, 1034, 19-20,

T 20, pl VI). The large roundel has an interlacing eight pointed star

design enclosing a stylised central rosette (ibid.). Nevertheless, it



would seem highly unlikely that the compound weave textile now in the
Louvre (AF 5832), is of the same date. In respect to this point it
should be noted that there are a number of other tapestry woven textiles
which have been given a much later, fourth or fifth century A.D. date
(471, It is intriguing to Qote that the Louvre textile includes narrow
bands which have a small repeat size, which‘gives the appearance of
being simple, while having such a large and elaborate ‘'central' motif.
¥evertheless, it remains unfortunate that so little is known about the

background history of this pafticular compound weave textile.

(B.11i) Rosette, Trefoils and Quatrefoils Forms: In this section I have
taken the difference between a rosette, trefoil and quatrefoil to be as
follows: a rosette was originally derived from a floral motif which had
four or eight petals. In the stylised rosette form these petals
sometimes appear as distinct units, but in other cases they are simply
highly stylised 'blobs'. Trefoils are three lobed forms which radiate

out from a central stem or square. Quatrefoils are the same as trefoils

except that they have four lobes.

One of the more unusual compound weave textiles to be recorded in
this thesis falls within this section. The textile was found at the
Central Asian site of Lou-lan by the Swedish explorer S. Hedin, and has
been given a pre mid-fourth century A.D. date (229>, see fig. 127). The
design of the piece is made up of a broad row of an eight-petalled
rosette in an octagon which is made up of two lines of small, stepped
squares connected by a larger central square. Beneath the 1line of

octagons there is a stylised motif which could be described as foliage,
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but this is somewhat hypothetical. There then follows a line of stepped
zig-zags and a line of swastikas.

The use of dotted lines to define a framework containing rosettes
can also be seen on a number of cﬁmpound weave textiles, for example,
Réhss Museum, Sweden (RN 44/i936, <209>; 11.5 x 28.5 cm, fig. 211). But
perhaps of greater interest is the fact that this form of decoration
occurs on three textiles which have come from excavations in Egypt. Two
compound weave textiles in this group come from the site of Antinog and
are now in the Victoria and Albert Museum, London (VA T.167.1914, <80>;
5.5 x 13.0 cm; VA T.168.1014, <81>; 13.0 x 4.6 cm; see figs. 108, 110).
The design of VA T.168.1914 is made up of a row of at least two close,
but discrete octagons, enclosing a stylised quatrefoil radiating from a
central square,. The four diagonal sides of the octagons have been
'emphasised by the presence of two rows of small dots or squares. The
other Victoria and Albert compound weave textile from Antinoé& has a
trefoil motif (with stem and stand) set within an elongated octagon. The
octagons are discrete and in each of the interstices there is an
elaborate even-armed cross.

In addition to the two textiles from Antinoé& a wool compound weave
textile was found at the Egyptian site of Karanis which has a pre-450
A.D. date It has a design of stylised eight-petalled rosettes set within
a single dotted line framework (Bolton Museum, 10.30.265, <32>; 7.5 x
7.25 cm, see fig. 08). :The raows of rosettes élternate with rows of
stylised octagons encldsing indented squares. The design is very similar
to one found on a wool compound.weave textile from the Nubian site of
Gebel Adda which is now in the Royal Ontario Museum (ROM T75, <9>; the

largest fragment is 14.0 x 11.5 cm; see fig. 123), Unfortunately, the



Gebel Adda textile is now in about seventeen fragments, so thé complete
design layout 1is not known. Nevertheless, in Figuge 124, I have
attempted to reconstruct the appearance of the surviving areas of
pattern. The design appears to have been made up of three distinct
decorative bands. Two of theée bands include rosette forms, the first has
stylised eight-petalled rosettes set within an octagon framework made up
of two lines of small squares. In the interstices there are single
indented squares. The other rosette design consists pof more stylised
rosettes in connecting octagons (single lines) which have circular forms
with crosses in the interstices. The last decorative band is made up of
squares and octagons in a pattern reminiscent of the silk textiles
mentioned previously from Trier and Rimini.

Part of a second textile from Gebel Adda is now in the Egyptian
Museum, Cairo, and appearé to have the start of a rosette design with
octagons and squares. The size and poor condition of the piece, however,
make this identification purely hypothetical.

The design of the Gebel Adda textile now in the Royal Ontario Museum
is also reminiscent of the design on a wool compound weave textile which
is housed in the Victorié and Albert Museum, London (VA T.449.1887, <67>;
40 x 30 cm, fig. 212). The design is made up of eleven bands, some of
which repeat the same motif. The bands are: (a) eight petalled rosette
set within an octagon with large diamonds at the interstices; (b) row of
connecting diamonds flanked on either side by a series of stylised vine
leaves; (c) the same as (a); (d) row of alternating diamonds and squares;
(e> band of red; (f) row of stylised vine leaves (see b); (g) 4% rows of
stylised quatrefoils set within a simple trellis work made up of two

lines of small squares; (h) same as (f); (1) same as (e); (J) stylised



vine trail and finally (k) the start of some form of interlacing Greek-
key pattern. | |

Interestingly, there are alsc three other compound weave textiles
which have designs made up of a Greek key pattern [48]. Two of these
pleces have identical desigﬂs, namely VA 376.1895 (77>, 19.2 x 30.0 cm,
fig. 213) and Brussels TX 57 (4>, 33.5 x 14.8 cm). The design is made
up of an all-over pattern of a Greek-key design enclosing an indented
square or highly stylised rosette. To one side there is a broad purple
band. The other textile in this group is now in the Archaeological
Museuﬁ, Florence (Florence 7955, <198>; 20.4 x 17.0 cm, fig. 214). The
design of this textile is made up of a broad band of Greek-key forms
enclosing rosettes in octagons. The design has been divided into several
distinct parts, namely a broad central band with rosettes flanked by two
smaller bands which have rosettes surrounded by four small dots. Along
the upper half of the textile there is a band of Greek-key design. All
of these bands are flanked on the transverse sides by an area of red repp
weave.

Another compound weave textile in this group comes from the Nubian
site of Qasr Ibrim (QI 74T/41, <46>; 8.6 x 6.7 cm, see fig. 117). The
textile was found underneath floor 4 of House X-15 and has been given a
transitional X-Group to Early Christian date (ca. A.D. 550-600) by the
exca?ators. The design is much more complex than the other rosette forms
just mentioned, as it is made up of a stylised quatrefoll motif which is
joined to an elaborate‘octagon by means of four ‘tendrils'. The .octagon
is made up of a serlies of connecting dotted lines and squares which form
various patterns. The interstices are decorated with a series of three

dotted lines, the latter decrease in size to form a diamond shape.




Finally, mention should be made of another textile which 'is now in
the Royal Ontario Museum (974.285.1 a/b; <19>, fig. 215). It has a
rosette design which does not seem to fit within any of the types
previously mentioned. The central motif is an eight-petalled rosette
which ;s surrounded by twelvé indented squares arranged in four groups of
three. The rosette is enclosed in what appears to be either a square
made up of thin lines, or an octagon whose vertical and horizontal lines
are thin, but the diagonal lines have been incorporated into a dominant
geometric design which is based on a symmetrical device made up of four
diamonds enclosed by eight, paired rectangles. So far I have been unable
to find any exact parallels to this particular piece, although similar
‘motifs can be found on a compound weave textile now in the Louvre Museum
(AF 6084, <141>; 80.0 x 50.0 cm, fig. 216). The first type of motif on
the textile is a simple four-petalled rosette which have tendrils
reaching from the centre to the mid point on the diagonal lines of the
octagons. The interstices are filled with stylised quatrefoils. A band
of a stylised vine trail motif (flanked by two monochrome bands),
separates the rosette in octagon from a somewhat more complex octagonal
design. The second band includes a four-petalled rosette which is
enclosed with a discrete octagon. Surrounding the octagon is a large
identical shape which connects a series of rectangles, and within these
shapes are simple geometric forms which may once have been derived from

the four-petalled rosette form.

(B.111) Stylised Plant Forms: The simplest group of textiles in this
sub-section have stylised leaf or tree-like motifs. The designs are

either discrete or set within a framework, for example, two nearly
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identical examples, which are in the Science Museum, London (109344 (B) i,
<60>; 6.0 x 6.1 cm, fig. 217> and the HNational Museum, Stockholm
(1371939, <242> size unknown fig. 218), have simple rows of alternating
stylised trees. A similar form of tree is to be found on a textile now
in the Louvre Museum (AF 5953, <139>; 19.0 x 15.0 cm, fig. 219). It has
several rows of indented circles, followed by the tree-like motifs and
then a wide band of geometric shapes (zig-zags; castellated parallel
lines; rectangles alternating with small squares with tags, and
diamonds).

A highly stylised leaf or tree-like form can also be found on a
textile which was found at Antinoé and which is now in the Textlle
Museﬁm, Lyons (26/812/19, <188>; size unknawn, see fig. 101). The
motifs have been worked in blue on a natural ground and arranged in an
all over pattern of rows in which the axis of the 'trees' has been placed
at an angle and the stems face in alternating directions in the various
rows. Beneath this broad area of pattern, there are two rows of blue
stylised geometric forms (one appears to be a vine trail) which are
separated by rows of a Greek-key pattern worked in red and natural.

Two textiles now in the Louvre Museum, Paris, also have stylised
tree forms set within a trellis work. The first example, Louvre AF 5986
(140>, the largest fragment is 36.0 x 28.0 cm, fig. 220>, has a tree
paé%pn enclosed in a grid made up of lines of small squares. The design
has been divided into two distinct areas by .weaving it in red with
natural, and blue with natural. A more complex form of this type of
design can be seen on another textile which is in the Louvre Museum (AC

6130, <134>, 19.0 x 15.0 cm, fig. 221), which has a design of stylised



leaves or trees in glternating rows., It was.woven in blue and natural
wool. ‘

The latter Louvre textile is reminiscent of two compound weave
textiles found at the Nubian site of Qasr Ibrim. Both of these textiles
were worked in blue and nat':ural wool. The first textile, Qasr Ibrim
74T/42 (K47>; 8.6 x 6.7 cm, see fig. 118, has stylised leaves set
within a diamond shaped pattern the lines of which are made up of three
small ‘'blobs'. A similar arrangement has been used for the second
example, Qasr Ibrim 74T/15 (K45>, the largest fragment is 39.5 x 17.0
cm, see fig. 116), but in this case the leave is much more stylised.
Qasr Ibrim 74T/42 was found in House X-15, below flecor A\Ihe level was
given by the excavators a transitional X-Group to Early Cbristian date,
namely, A.D. 500-650. The second textile, 74T/15, was found in Room 1 of
House X-7, its exact findspot lay in level 1, beneath floor 1. The level
has been given an Early Christian date by the excavators, namely, A.D.
650-700.

A slightly more complex design is to be found on three fragments of
a compound twill weave textile which are now housed in the Bankfield
Museum, Halifax (EG 324, <36>; 38.0 x 25.0 cm); the VWhitworth Museum,
Manchester (8520, <118>; 48.0 x 23.5 cm) and the Victoria and Albert
Museum, London (T.206.1979; <118> 4.7 x 9.0 cm, fig. 222). The design is
formed by a diamond shaped trellis work made up of a series of small,
joining rectangles, with a large (isolated) rectangle at the apex of
each of the diamonds. In the centre of each of the diamonds there is a
stylised tree-like form with a base and stem, and two 'leaves' supporting
a small rectangle. VA T.206.1979 has part of one transverse edge of this

textile which 1is made up of two, red and naturally coloured bands




flanking a blue and large (isolated) rectangle in natural at the apex of
each of the diamonds. In the centre of each of the diamonds there is a
stylised tree-like form with a base and stem, and two 'leaves' supporting
a small rectangle. VA T.206.1979 has part of one transverse edge of this
textile which is made up 'of two, red and naturally coloured bands
flanking a blue and natural band with rectangles. Beneath the band there
is a series of elongated octagons enclosing a four-armed motif.

A similar, but not identical design, 1is associated with Lamm I, 16a
(280>, present whereabouts and size unknown; fig. 223) which has a
design of trellis work made up of small squares, but instead of enclosing
a tree-like motif they enclose a four-petalled shape. There are also
traces of a border along one edge which is made up of quatrefoils
alternating with a geometric form with four arms and two 'blobs’.

In a more elaborate textile now in the Boston Museum (33.520, <158>;
22.0 x 22.0 cm, fig. 224) the trees are very stylised and set in rows
which alternate with quatrefoil motifs and small dots. Curiously, the
design layout of this textile does not seem to fall within any of the
groups previously described in this sub-section and it would appear to be
unique.

One interesting but small group of designs uses vine leaves as the
central motif. The best example of this type is now in the Koninklijke
Musea, Brussels (TX 262, <6>; 71.5 x 5.5 cm, fig. 225; Errera, 1916, 46,
no. 107). The design is made up of an all-over pattern of interlacing
vine trails plus leaves in dark blue and natural. There is a border made
up of two bands in red and then dark blue which surrounds the central

patterned area. So far I have been unable to find any direct parallels



to this plece, although mosaic patterns would seem to be‘the obvious line
of research. | |

Vine leave designs can be seen on a compound weave textile in wool
which was found at the Nubian site of Qasr Ibrim (QI 74T/221, <49>; 13.5
x 8.0 cm, see fig. 120). ‘The textile was found in the North Plazza
region of the site in room 1, below floor 2 and as such has been given an
¥-Group 2 date, i.e. A.D. 500-550 by the excavators. The design is made
up of a central square which has four stylised vine leaves radiating out
from the corners of the square, and 'vine tendrils' which come from the
sides. The central motif is enclosed on at least three of the sides by
bands of small dots or squares set at an angle to each other.

A compound weave textile with a very similar motif is to be found on
the Textile Museum, Washington (31.14, <268>; 33.6 x 31 cmj Trilling,
1982, 99, no. 111>, and Louvre AF 5682 (<136>; 37.0 x 22.0 cm). The
Vashington piece differs from the Qasr Ibrim example in that the vine
trails from the leaQes are not quite so elaborate and the border design
is made up of connecting diamonds as opposed to small squares (fig. 226).
The Louvre example has a much wider boarder pattern (fig. 227). The
similarity between the three designs is so close, however, that it would
seem feasible to suggest that they derive from the same source, although
they have been given somewhat different dates. The Washington example
has been given a fifth century date by Trilling, but it should be noted
that it was acquired in 1051 from a private source in Cairo (Trilling,
1082, 99). Similarly ‘the Louvre example is also unprovenanced. The
tenth century date given to the Louvre textile by Du Bourget, however,

seems unlikely to me especially in view of the fact that the example from



Qasr Ibrim is probably late fifth, sixth century in date (Du Bourget,
1964, 345, no. G 3).

Curiously, a more stylised version of this design was used on a
textile now in the Boston Museum of Art (96.159, <156>, 28.0 x 102 cm,
fig. 228). The pattern in éuestion is a small geometric motif with four
leaves arranged around a small central point. The whole motif is
enclosed in a square with heavy border. Each of these squares has been
isolated by equally heavy bands of connecting diamond shapes which
alternate with small squares. The textile is of interest as it includes
part of another large decorative region. The second band is made up of a
series af very stylised trefoils (four) which radiate out from a square.
There are also leaf (?) forms at each of the cormers of the square.
These motifs have been set within a framework of connecting octagons. In
the interstices between each of the octagons there are quatrefoils. These
two regions have been separated by a band of connecting diamonds and what
might have been a vine trail but which now looks like a zig-zag pattern

with round shapes and stepped truncated triangles.

10.4.2. Representational Designs
The present sub-section forms the largest group of the compound

weave textiles and includes the widest vériety of designs associated with
these textiles. The designs have been divided into the following groups:

a Animals and birds: free standing or within a geometric

framework
b Hunting scenes: with or without human hunters
¢ Scenes with human figures:.not including hunting scenes

d Mythological representations



d Mythological representations
e Christian iconography

g VWoven inscriptions

a Animals and Birds: Dué to the number and wide range of designs
represented by the relevant compound weave textiles, this sub-section is
further divided into the following groups, namely:
(1) Repeat patterns of isolated or discrete animals or birds in
simple grids
(11) Repeat designs of animals or birds enélosed in roundels (either
discrete or connecting)

(1ii) Discrete realistic depictions of animals or birds.

(1) Repeat Patterns of Isolated or Discrete Animals or Birds in Simple
Grids: There are eleven compound weave textiles in this section, but
unfortunately only one example has come from a known site. The piece in
question was found at Qasr Ibrim, Nubia and came from the Small Church,
pit 3V (QI 78T/300, <52>, the largest fragment is about 15.5 x 18.0 cm;
see fig. 121). .It was regarded as being possibly of an early Christian
date (ca. 7th century), but as no further details are available
concerning. the findspot of this piece, it cannot be regarded as a
completely secure date.

The Qasr Ibrim textile also forms one of the first in an apparent,
although not necessarily real, development of this design form.  The
pattern is made up of a series of staggered rows enclosing stylised
lions; in row A the lions face to right, in row B to left. The order is

then repeated. A similar row of stylised lions can be seen on a wool
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compound weave textile which 1is now in the Nﬁtional Museum, 'Stockholm
(6/1939, <238>; 31.0 x 22.5 cm, fig. 229; Lamm and Charleston, 1937, 197,
pl. VIA. The design is woven in red and natural wool. Instead,
however, of the lions being in separate compartments as in the case of
the Qasr 1Ibrim textile meﬁtioned abave, the 1lions on the Stockholm
textile face left towards a palmate border, and are divided horizontally.

A slightly more complex form of this type of design, and one which
is perhaps nearer to the Qasr Ibrim example, can be seen on a compound
weave textile now in the Royal Ontario Museum (ROM 980.78.15, <28>; 47.0
x 45.0 cm, fig. 230). The stylised rampant lions are enclosed in a
regular rectangular grid which has small light coloured areas where the
grid joins. The same effecf can be seen at the corners of a textile now
in the Cluny Museum, Paris (Cluny 22.479, <132>; 6.0 x 13.2 cm, fig.
2300), which has stylised goats instead of lions within the rectangular
grid. One slight difference is that there is also a small rectangle in
the top right hand corner of the individual grids. A similar rectangle
is to be found in the top left hand corner of another textile, also in
the Royal Ontario Museum (RO 961.107.5, <12>; 22.0 x 11.0 cm, fig. 231).
Again, thefe is a grid pattern but this time it encloses a stylised bird,
possibly an eagle. The framework, however, is more elaborate as the
corners of the rectangle have been extended to enclose a simple geometric
cross—like form. This has changed the shape of the grid from a
rectangular to a hexagonal shape. An interesting point to be noted about
this particular example is that the pattern is changed both in the way in
which‘the birds face and by becoming 'upside down' [491.

The framework surrounding these, and similarly, stylised birds and

animals appears to become more dominant than the forms it encloses. For



example, the crosses in the interstices become larger and the birds more
stylised, as in the case of a fragmeﬁt now in the Ashmolean Museum,
Oxford (Ashmolean 1891.372, <125>; 10.0 x 7.5 cm, see fig. 62), or two
lion patterns now in the Boston Museum (Boston 04,2036, <157>; 100.0 x
61.0 cm, and Boston 40.41, €161>; 13.4 x 10.5 cm; figs. 232, 233). The
piece is also interesting because much of the patterned area has been
obliterated by a dense cover of brown loops {50]. In one of the latter
examples (Boston 04.2036) the crosses become quatrefoils and the outline
of the framework becomes much more dominant. In the other example
(40.41), the cross 1is replaced by a decorative square and the framework
becomes an elaborate system of lines and small squares in alternating
colours.

An example now in the Vashington Textile Museum (31.12, <267>; 130.2
x 483.2 cm, fig. 234) has a similarly elaborate design of a Smali grid
pattern made up of stylised foliage instead of straighf lines, with
ornate quatrefoils in the interstices (Trilling, 1982, 99, no. 110>. The
grid encloses a pattern of rows of single felines (possibly leopards)
which face in the following directions: 2 =2 ¢ 9 ¢« . The pattern has been
woven in broad bands of red with green. It appears from the photograph
given in Trilling's catalogue that the colour of the background changes
both at the top and bottom of the piece, but unfortunately no details are
given in the relevant description concerning this point (Trilling, 1982,
98). Also, according to Trilling's description, this textile has a pile
made out of undyed wool, but again no further details are given
(Trilling, 1982, 99).

Perhaps the final element in this hypothetical sequence of design

development can be seen on a compound weave textile now in the Victoria
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and Albert Museum, London (VA 780.1893 <(76>; 71.0 x 52.0 cm, see fig.
75). The design is still made up of a stylised form, in this case a
bird, enclosed within an hexagon, but the border of the hexagon has been
widened and encloses a stylised Qine trail and in the interstices there
are stylised quatrefoils or ;osette forms.

Various points should be considered when discussing the compound
weave textlles described above. Firstly, it would appear that the method
by which these textiles were produced, namely, large areas with the same
motif, played an important part in the finished appearance of the cloth.
Secondly, 1t 1is possible that the deéorative effect of these textiles
would have been lost if applied on a large scale, for example, as a floor
mosaic. Thirdly, these compound weave textiles were only woven in two
colours, and it would seem likely that such an effect would have been too
monotonous over a much larger, floor area.

In addition to the compound weave‘textiles referred to above there
is a small group which have paired birds in grid frameworks which are not
in symmetrical rows. The first textile is now in the Abegg Stiftung and
has two rows of paired stylised geese or ducks (AS 9, <2556)>; 38.0 x 47.5
cm, see fig. 144; see comments made in the following section concerning
the identification of sﬁch birds). The birds have been enclosed in a
square grid which has small rounded white circles or pearls in the
borders. The textile is divided'horizontally by alternating lines in red
and green (faded blue?). The vertical lines, the bands dividing the
design and the birds, have all been worked in an identical yellowy
colour. There are also sevér#l patches of dark blue along the right hand

side of the textile, but their size and the condition of the textile
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prevent further comments concerning either their original’ size or
function. 7

The second téxtile in this group was in the Lamm collection (Lamm
1,21, <283>; 31.0 x 10.5 cm, fig. 235; present whereabouts unknown).
According to the descriptioﬁ given by Lamm it was woven in a series of
zones worked in blue, fawn and green wool. These colours are reminiscent
of ‘the bandé used in the Abegg Stiftung example mentioned above (lamm,
1937, 33). The illustration given in Figure 235 1is, however, a
reconstruction produced by Lamm based on seyeral other textiles, so while
it 1is feasible that 1t may originally have looked 1like Lamm's
illustration, this cannot be regarded as certain. (Lamm, 1937, 33).

Before describing the last textile in this group it should be noted

that I have been unable to examine this piece in detail, take photographs
of it or find a satisfactory written description of the way in which it
was woven. Therefcre, while a visual examination suggests it was a
compound weave textile (probably a twill forﬁ), I cannot be certain on
this point. The textile in question is a fragment of silk (?) which was
found in the tomb of St. Paulinus, Trier ({511. The colours used have
now become discoloured and at present the textile appears to have a
reddish brown and beige design, although there are areas of a much redder
colour (fig. 286). The design appears to consist of pairs of stylised
ducks or geese set within a framework with vertical lines which look like
pillars with trefoils. Along the top of the desigrn there is a similar
line of trefoils. |

Vhile looking at various mosaics and wall-paintings dating from the
Roman period in the Mediterranean region, it is clear that many of the

frameworks which include birds tend to be vertically and horizontally



symmetrical [52]. On the other hand there are a number of direct
parallels in'Sasanian rock reliefs and stucco work to the layout of the
textiles mentioned above. A good example to illustrate this point is a
piece of wall decoration in stucco which came from a Sasanian period
building at Varamine in northern Iran (Ghirshman, 1962, fig. 231). The
design is made up of single circular forms enclosed within an
asymmetrical framework. The horizontal bands are decorated with small,
connecting roundels, while the vertical bands have rows of connecting
paired forms which are almost heart shaped.

It would seeﬁ reasonable to suggest ﬁherefore, that the compound
textiles with paired birds within asymmetrical grids originate in the
Sasanian, rather than the Roman, tradition. Further details concerning

the identification of the wvarious bird types will be discussed in the

following sub-section.

(ii)yRepeéting ﬁesigns of Animals or Birds Enclosed in Roundels (either
discrete or connecting): Aithough animals and birds have been included
in the .title of this sub-section, the vast majority of the discrete
motifs are birds. As a result, therefore, greater stress has been
placed in this sub-section on the images of birds. It should be noted,
however, that some bird designs which appéar to belong to one of these
sub-sections are of a mythical nature and represent very speclfic events
rather than what may be described as more symbolic representions. A good
example of this point is a compound weave textile now in the Dumbarton
Oaks Collection (DD 36.43 <256>; 48.0 x 47.0 cm, fig. 237), which depicts

two eagles clutching emall horned animals. Because of this basic



difference in the hature of the designs, the ‘mythological' pieces will
be discussed in greater detail later in this chapter.

Many of the textiles in this sub-section have been teamed with a
central stylised plant motif which is usually described as the 'Tree of
Life'. The exact origin of the 'Tree of Life' theme appears to be
unknown, but it is widespread throughout both the Near East and India, as
well as appearing in Germanic and Scandinavian mythologies (53]. In the
Vest the mythological importance of trees is perhaps best known from the
0ld Testament story of Adam and Eve, and the Tree of Knowledge whose
fruit they were tempted to taste (Gemesis, 2, 17; 3, 6-7). According to
Frankfort, “the belief that divinity wasv manifest in the vegetable
kingdom, was ..... one of the oldest tenets of Mesopotamian religion
(Frankfort, 1970, 135). In Assyrian mythoiogy, for example, Enlil or
Bel, the god of the earth, 1s scometimes represented as tending or
protecting a tree (see for example the bas-reliefs from the palace of
Nimrud, ca. 900 B.C.; Frankfort, 1970, 162, fig. 187). In Buddhist
traditions the concept of the Tree of Knowledge is connected with the
tree (Bodhi tree), beneath which Buddha sat and meditated (Asvaghosa,
Buddhacarita, XII.119).

It is not surprising, therefore, that stylised trees and tree-like
forms should appear So frequently 1in Iranian and Vestern art.
Nevertheless it should be stressed that. because a tree appears on a
decorative gpbject it does not necessarily represent the Tree of Life.
Because of this point I have only des¢ribed a motif as a ‘Tree of Life'
form when it shows certain characteristic elements, namely, its position

- l‘\,' \ ;k\
in the cepntre of the individual roundel, oval, etc; Ua long central

‘stem', Wm which come stylised 'branches' (generally symmetrically



rather than asymetrically placed). ﬂsually this form is flanked by a
pair of animals or birds which stand away from the ‘tree', although in
some cases they do hold part of a branch or leaf in their mouths.

One of the interesting details concerning the birds which have been
included in this and the following sub-section, is that many have been
depicted in a sufficiently naturalistic manner to obtain some idea as to
which species they were meant to represent. This point bas been noted
by many scholars, for example, Pfister, Orbeli, Harper and Brunner in
respect to depictions of birds on silver dishes, bowlsg, etc [541. These
birds can‘bé‘classified as follows:

Long legged birds - water birds such as cranes, flamingos, berons

short legged birds - land birds such as cocks, doves, guinea fowl,
grouse, quail, peacocks, partridges, pheasants,
song-birds, peacocks, and eagles

water birds such as ducks and geese

The pattern layout associated with this group of compound weave
textiles 1s‘very varied, for example, some are in isolated roundels set
within rows of circles/ovals, while others depict a series of connected

circles, etc. Because of this diversity I have divided these textiles as

follows:

¢ isolated circles/ovals enclosing a single animal or bird (for
example, RM 52/1936 <206>; 31.0 x 20.0 cm; fig. 238)

(i) isolated circles/ovals enclosing paired birds or animals (for

example, ¥M 14271935 <235>; size unknown; fig. 230)



1iid connecting circles/ovals enclosing single birds which all face
the same way (for example, VA 89.1937 <109>; size unknown; fig.
240)

1w connecting circles/ovals enclosing single birds which face in

alternating directions within a row (fig. 241). In Washington

73.555 (£271> 40.0 x 23.5 cm) for example, the birdslappear to

face in the following directions:

The layout of Vashington 73.555 is similar in idea to a border on a stone
relief depicting a hunting scene at Chahal Tarkhan, northern Iran (55].
The design on the border is made up of a series of connecting roundels
which enclose boar heads facing in various directions 4 ¢ 4 ¢ etc. Below
the boar heads there is a row of connecting roundels enclosing stylised
eight-petalled rosettes. The relief appears to have come from one of
hunting 1odges of one of the later Sasanian princes and has been given a
fifth century A.D. date by Ghirshman (1962, 187).

‘As well as differences in the basic layout of the bird in roundel
patterns, there 1s also considerable variation 1in the size of the
circles. In general, type (1) circles are the largest and can be more
than fifty centimetres in diameter, for example, Vashington 73.554 <266>
has a reconstructed diameter of 52 cm (Harper, 1978, 134). On the other

hand, the connecting circle (types iii, 1iv) tends to be much smaller, and
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in the case of WVashington 73.555, which was mentioned previously, they
are only about 13.5 cm in diameter.

As noted above, the most common form of framework is a simple
circle. In some cases, however, this is replaced by an oval form, or as
in one example, a four-lobed ogee (Lamm I,15b, <278>; 26.5 x 12.5 cm,
fig. 242). The most elaborate form of framework in this group was
illustrated by the Swedish art historian C. J. Lamm in his work on the
use of cotton in medieval textiles from the Near East (Lamm, 1937, fig.
28). Two frégments of the cloth have survived, but unfortunately they
are in a very poor condition (the largest fragment is 42,0 x 13.0 cm).
Lamm, however, ﬁas reconstructed the pattern so that there is a border
which enclosed a row of ovals. Below the border there is a large oval
which has a fluted border enclosing stylised petal-shaped forms (Lamm,
1937, fig. 29). 1Inside the second oval there is a single bird looking to
the right, which Lamm has reconstructed as a duck-like bird with a cock's
tail. According to Lamm the bird is reminiscent of a silk textile which
was in the Wolfenbiittel collection and which had a terminus ante quen
date of the rninth century (56]. Lamm admitted in respect to another
textile that his reconstructions were based on the appearance of silk
compound weave textiles (this piece will be discussed later in this
chapter). It would seem possible, therefore, that this silk textile may
have affected the way in which Lamm reconstructed the bird, so care
should be taken with this comparison.

In all of the compound weave textiles mentioned previously in this
section, single or paired birds are the dominant aspect of the pattern,
but in one example they have been ‘reduced' to small forms near the top

of a tree (National Museum, Stockholm 9/1939, <240>; 91.0 x 20.0 cm, fig.



243). The pattern is made up of a series of comnecting roundels or
rather elongated hexagonals. The transverse ends of the hexagon have
been decorated with a series of small square-like forms which may have
been used to copy a pearl border. Within the framework there is a 'Tree
of Life' motif flanked by two small birds with large tails, and although
highly stylised it is possible to suggest that they were intended to
represent peacocks. The lower branches of the tree have become very
elaborate and turn in various directions. In the interstices between the
hexagonals there are discrete birds flanked by similar small squares or
crosses, but in a reverse order to those inside the framework. Above the
hexagonals there are traces of a band with a series of squares, swastikas
and N-shapes.

In addition to the differences in pattern layout described abave
there is also a wide variety of the borders themselves. The least
elaborate forms are simply made up of a single row of pearls with
carbouches at the four axes (Rohss Museum 52,1836, <213>; 16.0 x 46.0 cm,
fig. 244). A slightly more complex form has the same pearl and carbouche
arrangement, but the inner circle is delineated by a single line (for
example, Rohss Museum 92/1935, <206>; 31.0 x 20.0 cm, see fig. 238). The
most common form of border, however, is where there is a pearl border,
with carbouches, which 1é enclosed between two lines (for example,
Victoria and' Albert Museum, T89.10637, <109>; 17.0 x 11.0 cm, see fig.
240).

In one example whilch was in the Lamm collection a pair of goats or
ibexes were enclosed within a border of heart-shaped forms. In some of
the more elaborate forms the pearls in the border are replaced by

stylised geometric or floral motife such as a vine trail, for example



Lamm I, 15a (<277>, ca. 42.0 x 22.0 cm, fig. 245), which has a trellis
work border enclosing isolated heart shapes, while Victoria and Albert
126.1935 (<103>, 51.5 x 16.0 cm, fig. 246) has a border of stylised
leaves, possibly vine leaves. A more elaborate form of border enclosing
a bird (duck?) can be seen on Lamm I,26 ({285>; exact size unknown>. It
has a double fluted border in an oval shape (fig. 247). Vithin the .
border there are stylised forms which may be derived from leaves.

Finally, some word should be said about a compound weave textile in
wool which is now in the Keir Collection (no.number, <173>; 29.0 x 20.0
cm, fig. 248). The main design is a tile-like pattern made up of a
series of four gamma shapes set around a square. There is also, however,
a row of circles with pearl borders which enclose stylised paired birds
with short legs and long tails (possibly cocks). The two bands have been
separated by a stylised vine trail which is repeated in a mirror image
(the same pattern has also been used on the other side of the bird and
circle band). it 1is the only compound weave textile recorded in my
catalogue which has been woven in this manner, and although the birds
certainly belong within this section, the overall layout of the motifs
and bands is not typical for this group. In addition, the textile has
been worked in red and undyed wool in the main pattern areas, but green
and natural in the vine trail regions. Again, I can find no parallels
for the colour combinations within one textile in any of the other
e;tamples referred to in this section.

Vhen 1looking at other objects, for example, non-compound weave
textiles and silver vessels, from knowﬁ Vestern sources, it is noticeable
that birds or animals in frame-works such as those described above, do

occur, but remaln scarce. On the other hand, there is a prolifery of



these forms on objects which are regarded as being Sasanian in origin.
For example, there are two, three-dimensional representions of a duck or
goose, and an ornate cock now in the Hermitage Museum (Orbelil and Trever,
1934, nos. 80, 81).

In respect to the birds on these compound weave textiles, however,
it would seem more suitable to compare them with similar two-dimensional
objects. A very good example to illustrate this point is a silver plate
which is now in the Hermitage Museum, Leningrad (fig. 249) Orbeli and
Trever, 1934, no. 29). The plate has a central roundel enclosing a goose
with a piece of foliage in its beak. Surrounding it are six roundels
with paired birds, cocks (a in fig. 240, peasants = (b) and doves (?) =
c). One bird in each of these péirs appears to be slightly smaller than
the other and may be the female bird. No such difference appears to have
been made in the compound weave textiles, although this may simply be due
to limitations imposed by the method of weaving.

Another Sasanian example with birds is a silver gilt vase‘which is
now in the MKuseum of Fine Arts, Boston (58.94; fig. 250; Harper, 1678,
64-65, nd( 21). The vase has two large roundels of haloed cocks enclosed
in ornate roundels. Around the neck of each bird there appears to be a
ribbon or necklace with three pendants, possibly pearls. The birds are
enclosed in roundels which have a rope border enclosing a stylised
trefoil form. Between each of the roundels there is a stylised Tree of
Life motif. The design of the cock on this vase is comparable with a
silk compound weave textile which is now in the Museo Sacro, The Vatican
(fig. 251; Volbach, 1966, 54, no. 24). The cock is more stylised in the
silk example, but it has a halo and there appears to be a necklace of

€o0me kind which has five small white ovals. Again, these may represent



pearls. There are also similarities in the border of the roundel which
encloses the cock. For example on the plate the border is made up of two
thickened lines, while on the textile the border includes a twisted rope
with dot motif. Both sets of lines enclose a connecting heart/petal
motif. |

In addition to the fact that these birds frequently appear in the
Sasanian artistic repertoire they also have various meanings within one
0of the main religions of the Iranian world at that time, namely,
Zoroastrianism. In general it would appear that birds were regarded as
“"the creations of Ohrmazd" (the power of Good) and that they had the
function of opposing or destroying evil creations of Ahreman, the spirit
of Evil (Brunner, 1978, 104-105),. Therefore, birds in general were
regarded as decorative symbols for good luck, abundance and life (Harper,
1078, 46). More specifically, water birds appear to have been associated
with rain and thus with fertility and the growth of plants; cocks were
the personal bird of Sros who helped Ardwahist to fight off the demons of
night, while eagles were sky creatures who helped the sun or sky spirits
against darkness [57]

It is dinteresting to note that a number of these textiles are
reputed to have been found in Egypt and in particular at Fustat. It
would seem reasonable to suggest that if the pieces actually came from
Fustat, they either formed part of the baggage of ‘Ali‘'s army which
invaded Egypt in A.D. 639 or that once Fustat had been established as the
army's headquarters the textiles came with later soldiers, their families
or Perhaps merchants. . -

Fron fhe information given in this sub-section, namely on the

Symbolism associated with the compound weave textiles and comparative



objects, plus the place where some of these pieces are reputed to have
been found, it would seem likely that this particular group of compound
weave textiles were either made within the Sasanian Empire, or strongly

influenced by its culture.

(ii1) Discrete, Realistic Depictions of Animals or Birds: One of the
most interesting textiles within this sub-section formed part of the Lamm
collection and shows a fragment of a lion {581. There are two fragments
of the textile in question which were woven in brownish red, green, white
and buff. FNo reference was made, however, to the type of fibre which was
used, but its presence in Lamm's 5ook on wool and cotton compound weave
textiles would suggest it had been made in one or both of these fibres.
The illustration in Figure 252 has been taken from Lamm's book. As can be
seen in this‘ jllustration the design was reconstructed, by Lamm, to
represent two 1lions facing away from each other (Lamm, 1937, 42, fig.
22). In the text relating to this piece, Lamm compared it with a silk
compound weave textile from St. Anno's shrine (t 1075) Siegburg [59]. It
should be noted, however, that Lamm also commented thét the similarity
has "been scomewhat exaggerated in the reconstruction" (Lamm, 1937, 42,
fn. 50). So while it may belong within the lion tradition typified by the
Siegburg eilk example this point cannot be regarded as certain [60].
Another textile in this category has also been illustrated by Lamm
(NX 3/1039 ¢237>; 45.5 x 18.0 cms; Lamm, 1937, 38, pl. V,c, fig. 19). The
Plece has been referred to in the previous section in respect to its
heart-shaped porder (fig. 253). The design enclosed by the border is

made up of two goats or ibexes facing each other, but separated by a



stylised 'Tree of Life' motif. Both of the animals are holding a branch
of the tree in their mouths.

In addition to the Lamm textile mentioned above there are also two
other compound weave textiles in wool which have designs of paired
animals flanking a tree. It should be noted that both of these textiles
have designs which are worked in rows rather than in roundels, ovals or
as individual motifs. The first example is now in the Victoria and Albert
Museum (T.83.1937; <107>; 5.4 x 20.0 cm, fig. 254), and has a row of
stylised trees, beneath which two very stylised animals are standing
(facing away from the tree shapes). It has been worked in red and undyed
waol. The tree plus the animals on the second textile are much 1less
stylised and it is possible to identify the paired animals as having long
horns, possibly representing goats, or deer (AS 1640, <147>; the largest
fragment is 41.0 x 38.0 cm, fig. 255). As with a number of other textiles
recorded in this chapter, the main design is in blue and natural, but
there is also an area where it has been worked in red and natural. The
styles pf these two textiles are totall} different, and it would seem
that the Abegg Stiftung example belongs within the stylistic traditlon of
the birds and trees in roundels mentioned abave, although the design has
been worked in rows. So far, however, I have been unable to find any
satisfactory parallels for the layout of the first textile, especlally as
the animals face away from the trees.

The image of a goat nibbling at a tree‘can be traced back in the
Near Fast until at least the third millennium B.C. One of the most
famous examples of this kind is the goat ‘'support' from Ur which is now
in the British Museum (1215229; Voolley, 1982, 05-98). The goat or ibex

With the tree appears to be a symbol for reproduction and fertility




(1bid.)>. It can be found on a wide range of objects dating from the
Sasanian period, for example, there is a silver plate now in the
Hermitage Museum which depicts a tree flanked by two goats (Orbeli and
Trever, 1034, no. 32). The use of two animals flanking a tree does not
appear to have been a popular form in the Roman Empire, although
occasionally textiles with depictions of goats occur; These, hawever,
are generally associated with rustic or Dionastic scenes, so although
they méy have also symbolised reproduction and fertility, they belong to

a different iconographical traditionm.

b Hunting Scenes: with or without hqman hunters

There are only a'small number of compound weave textiles in wool
which also include human. figures. These textiles seem to divide
themselves into two, firstly those which include hunting scenes and those
in which humans are depicted as stylised forms. Another reason for
separating these two types of human representation is that the hunting
€Cenes geem to be comparabie with animal hunting scenes, rather than, for
example, praying or orans figures. As a result, therefore, depictions of
human figures'whiCh are not in hunting scenes will be discussed in the
next sub-section.

I have used the term hunting to describe any scene which includes
either animals‘hunting animals, or men hunting animals. This has been
done because I found it difficult to determine whether all of these
Scenes actually represent hunts which took place in the wild, or whether
they were meant to represent hunts which took place within confined
Spaces such as parks, amphitheatres, etc. Due to the small size of many

of these fragments and the incomplete nature of their designs, it would



seem impossible to be absolutely certain about such a distinction. As a
result, therefore, I decided that all of the textiles described in this
sub-section should be placed under the umbrella term of ‘hunting scenes'.

The designs within this sub-section fall into two distinct types,
firstly, those compound weave textiles which have the main motifs
enclosed in a geometric framework of some kind, usually an octagon.
Secondly, freestanding hunting scenes whereby a design is repeated both
vertically and horizontally, but it is not set within a geometric trellis
or framework. Sixteen textiles have been included within both these
sections. There are also a further eight pieces which probably depicted
hunting scenes o0f some form, but due to their sizes, such an
identification must remain uncertain. Despite the overall number of
textiles included in this section, however, there are actually a much
smaller number of Scenes represented as many of the designs are
duplicated.

One of the compound weave textiles now in the British Museum, London
(BM 21703, <39>; 82 x 139 cm, figs. 256a-e), has a series of four bands
each of which is divided into two by means of paired octagons [{611. The
- four bands include the féllowing hunting scenes {(from right to left):
(fig. 256b) man facing 1eft holding a spear and facing a charging boar;
(fig. 256¢) dog runnaning to left after a running antelope which is moving
to left, but looking right at the dog; (fig. 256d) archer with flowing
scarf or cloak, shooting an arrow at a fleeing lion. The arrow moves
across both octagons; (fig. 256e) leopard (?) chasing a small animal
(monkey?), both animals move to the left. In the interstices between the

Octagons are elaborate rosette motifs.



It would seem quite clear from the main elements of the design
that the pattern is meant to represent a hunting scene. The point,
however, is not so clear in respect to two compound weave textiles with
the same design which have a similar overall layout and construction as
the British Museum compound weave textile mentioned above (BM 21703), but
whose design is totally different. The two textiles are now in the
Victoria and Albert Museum and the Bade-Karlsruhe Museum (VA 1264.1888,
<68>; 50.4 x 23.0 cm, and BK no number, <194>, size unknown). The design
of the latter textiles is made up of a complex pattern of two lines of
interlacing circles which enclose a feline (possibly a leopard) which
appears to be lying on the ground but whosé head is turned backwards, and
a second feline (probably ; lion) which is running to the left hand side
of the textile (fig. 257). In the interstices of the circles are small
birds.

It is apparent from the Victoria and Albert Museum example that this
textile formed a complete band in itself, but there is no extant evidence
to suggest that it was once one of four bands as in the case of the
British Museum example. Alas, again due to the size of the Victoria and
Albert and Bade-Karlsruhe textiles, it is now impossible to be certain
whether these textiles were actually hunting textiles or not. Due,
however, to their similarity in construction with the British XNuseum
textile, and the fact that the design is basically a band of two
connecting circles, I think it is likely that they actually belong within
this genre. If this is correct then it leads onto the question as to
whether they were the product of the same workshop. Unfortunately, at
Present, there would appear to be insufficient information to answer this

Question satisfactorily.



In addition to the textiles mentioned above, there are also a number
of other compound weave textiles with animals set within octagons, for
example a textile now in the Abegg Stiftung (4543/906, <147>; the
largest fragmeﬁt is 30.5 x 17.0 cm; fig. 258). The textile is made up of
two fragments with the same design. It should be noted, however, that
the octagons in Figure 258 have been incorrectlj matched, and due to the
Size of the two pleces I do not feel confident in reconstructing the
original design. The textile was worked in an unusual combination of
orange and blue wool with a design of octagons enclosing various animals
including, deer, a boar, a dog (?) and an antelope. The pattern is also
unusual in that the octagons are enclosed within a framework made of a
Greek—key pattern alternating with small rosette-like shapes. Another
textile in this section is now in the Keir Collection, and again it is in
two parts (Keir T.25 <176>; 10.5 x 21.5 cm, fig. 259). The design has
been worked in blue and natural and appears to be made up of very
Stylised animals, possibly dogs, which are enclosed in squares. There
are traces of a very stylised vine trail border along the lower edges of
these textiles. So far 1 have been upable to find any parallels for
this textile, although the image of a dog can be found on another
compound weave textile in the Keir Collection, which was woven in red
Wool and undyed cotton (Keir T.26, <177>; 16.0 x 39.0 cm, fig. 260).

Strictly speaking the Keir T.26 does not belong in this group as the
dog has pnot been set within an extant framework. There are, however,
traces of 14ines around two sides of the animal, so it would seem
Teasonable to place it within this section. The dog in the second
example is much more clearly depicted and appears to be a running/hunting

dog of egme kind [62)- Behind the dog are traces of four very large



circular forms which may have been part of a pearl border. But I am
unaware of any bird in roundel motif which had circle roundels of this
size. Again, I have been unable to find a parallel to this dog.

Due to the condition and size of these textiles it is now very
difficult to be certain whether they actually represent hunting scenes or
whether they simply depict popular animal motifs set within a geometric
framework. Nevertheless, if the following wool compound weave textiles
are compared with the layout of the British Museum example and the design
of a silk compound weave textile which is now in the Keir collection (see
below, the textile was worked in two contrasting shades of brown), then
it would seem reasonable to place the above mentioned wooi compound weave
examples in this section.

| There are two silk compound weave textiles in the Keir colléction
which include hunting scenes. The first example has a series of isolated
roundels which contain human hunters alternating with animals (fig. 261;
King, 19081, 100, fig. 2). The order is as follows: semi-naked hunter
carrying a spear (facing left); leopard charging to the right; semi-naked
archer firing at the leopard, and finally a lion facing to right (away
from the archer). In the interstices betwéen the circles there are
quatrefoil motifs. This piece 1is very similar in idea and in the
depiction of the bunters to the British Museum example mentioned above
(BM 21703). There is no direct evidence to suggest, however, as D. King
has done, that the design of the British Museum example may have been a
"simplified and coarsened version of designs which were originally
devised for silk weaving" (King, 1881, 102). The weavers of both

textilaes may simply have derived their designé independently from a well



known design genre, and then adapted to the limitation of the looms upon
which they were made.

The second Keir silk compound weave textile (now in five independent
fragments) was apparently purchased in Greece, but according to an
account given by F. Spuhler it was found in an unnamed Egyptian tomb
(fig. 262) ([681. The textile bhas a design of elaborate interlacing
circles which include, in the largest fragment, the following motifs
(from left to right): a couching lion facing left; a hunter running to
right and holding a épear or lance; allion charging towards the hunter
and finally an antelope of some kind (identified as an ibex by Spuhler,
1bid.). The pattern is repeated in a mirror image form between the
couching lions on two of the textiles and between the antelopes on two
other examples (Spuhler, 1078, 243).

It can thus be seen fer both the British Museum (BM 21703) and Keir
silk examples referred to above that if certain of the motifs are taken
either independently of in pairs (for example the antelope motifs in both
of these textiles), then it is possible to regard the pattern as simply
representing a popular animal motif in an Qctagon. If, however, the
whole design'is present then it becomes obvious that they belong within
the hunting pattern genre. It is for this reason, therefore, that the
fOilowing textiles have been 1ncluded.in this section, although it should
be noted that the designs of these textiles are incomplete.

The first example in this ‘uncertain' hunting design section is now
in the Angewandte Kunst Museum in Vienna (AKM 10053, <3>; 31.0 x 17.0 cm,
fig. 263). The design on this textile is made up of a series of
octagons which are worked in purple on a green ground. Down the centre

of the fragment there 1s a narrow band worked in blue wool with a white



'overlay' flying shuttle design. The octagons enclase rows of antelopes
running to the right, alternating with rows of dogs which run to the
left. |

Similarly, there is a compound weave textile now in the Royal
Ontario Xuseum, Toronto (ROM 970.364.9, <16>; the largest fragment is
50.0 x 33.% cm, fig. 264), which has alternéting rows of deer or

antelopes and dogs in octagons. The ROM textile has been worked in red

and natural wool. Interestingly, two large, blue bands intersect the
design. These bands have a stylised zig-zag vine trail and leaves
design. Set between the blue bands are a series of red bands with an

alternating diamond and square pattern.

The last textile in this section is now in the Victoria and Albert
Museum, London (VA 2187.1900, <78>; the largest fragment is 17.5 x 11.0
cm, fig. 265). There are two extant fragments, one of which has rows of
antelopes facing left followed by a row of dogs facing right. Beneath
the dogs there is :a row of floral motifs followed by the traces of
another row of octagons which have an unidentifiable design. The second
fragment is much smaller and has traces of three rows, the top row
encloses antelopes of some form facing left. It is foilowed by a row of
boars moving to the right and finally a row of what appears to b€ an
animal motif, but the textile is very fragmentary at this point, so it is
impossible to be certain about this detail.

Another group of hunting scenes which have ‘parallels with both
Sasanian and Egyptian art are the freestanding hunting designs. All but
One of this group include human hunters. The exception is an example
which has a red and purple/dark blue design of alternating rows of

rUnning 1ions and 1eopards. The different felines have been separated by

e
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stylised foliage and tree motifs. The pattern repeats vertically. Two
fragments of this textiles are now in the Abegg Stiftung, Berne and the
Detroit Museum of Art (AS 462, <143>; 20.5 x 39.0 cm, and Detroit 67.11
{167>; 15.0 x 23.5 cm respectively, fig. 266).

Various fragments of the following textile has survived and are in
museums throughout the world [64]. The design is made up of a series of
vertically repeating figures énd animals in the following order (from
right to left): man with an idiotic grin, holding a spear and facing a
charging feline, probably a leopard (fig. 267). The feline alternates in
vertical rows with a fleeing antelope or small deer which moves to the
left while looking behind. The next vertical row is made up of a series
of kneeling bowmen, with flowing scarfs or cloaks, who are hiding behind
styliséd trees. The bowmen are aiming arrows at charging felines
(possibly either a lion or a leopard).  The second row of felines
alternates with running dogs which move to the left. The final row is
mde up of a line of horsemen holding spears or lances in their left
hands. The textile has been woven in red and grey/green in an unusual
combinatign of wool and mohair (respectively).

: A similar range 0f figures are to be found on a compound weave
textile now in the Angewandte Kunst Museum, Vienna (AKM T.4882, <(1>; 42.1
X 29.0 cm, fig. 268), Which was woven in dark brown and beige wool. To
the left of the main band there is a broad band of purple repp weave with
a styliged vine leave edging. At the right hand side there is a narrow
red band followed by & small area of the main pattern and then a corded
edge. From right‘to left, the design ‘is made up of a series of vertical

rows of leopards alternating with stylised trees.

L



The last compound weave textile in this group is now in the Victoria
and Albert Museum, London (VA T.133.10635, <105>; 12.0 x 28.0 cm, see fig.
173), and has a series of vertical rows of which only two have survived.
The first row is made up of horsemen wearing Phrygian caps and flying
cloaks while holding spears of some kind. The second row is made up of
animals which appear to be squirrels (?) and boars (?) facing in opposite
directions (it is possible, however, that these are actually the same
animgls, i.e. a dog or boar, which have become distorted due to the
condition of the textile). Foliage motife separate the individual groups
of figures. The pattern changes direction. near the centre of the
textile.

It is clear from the number of extant objects and from surviving
written descriptions that hunting themes were popular throughout the Near
East. For example, 2 numbgr of predynastic cave drawings found in Egypt
and Nubia clearly depict the hunting of animals and birds (65). Such
Scenes are also commonly found on a wide range of objects from both the
Roman (Vestern and Eastern), and Sasanian Empires. These objects include
mosaics, wall-reliefs, metal vessels and plates, ivory plaques, as well
as other forms of textiles [661. It is not surprising, therefore, that
hUnting scenes should‘also be’depicted on a number of compound weave
textiles which have beed included in this thesis.
stions which has to be asked about these textiles

One of the qué

Concer the problem as to the place where they were made and whether
ns

there is any {pformation contained within the designs which may give a

Clue tp the answer of this question.. Several aspects of the designs
o e :

would to be of relevance and need to be discussed. These points
appear

have p divided jnto three: (a) general layout of the designs; (b
een




details which relate to the hunters (i.e. human hunters), and (c) details
which relate to the animals (both hunted and hunters):

(a) As noted at the beginning of this sub-section, the hunting designs
can be divided into two types, namely those which are enclosed in
octagons or hexagons, and secondly, those which are freestanding.

Parallels can be found for both forms of design layout within the field

of mosaics.

The use of interlacing circles enclosing a hunting scene can be seen
on a hunting mosaic now in the Louvre Museum [67). The mosaic originally
came from Carthage and has been given a late fifth, early sixth century
A.D. date (Baratte, 1978, 78). The scene depicted includes spearmen
killing boar; horsemen with dogs; swordsmen killing bearé and animals

killing other animals (ibid., fig. 69). A much closer parallel, however,

is a mosaic pavement which was taken from the central nave of the church

of 8t. Christopher at Qabr Hiram, ""Tyre, Lebanon (ibid., no. 55; Louvre

Museum Ma 2230-2236). The design of this mosaic is made up of a series

of interconnecting vine trail circles which stem from four jars set in

the corners of the pavement. Each of the circles contain one main motif,

such ag a small puttO‘like hunter, or an animal. In general the scenes

can be read from one circle to another, i.e. a lion in one circle is

frightening a deer in the next circle, but they do not actually touch

each gther In one pair pf circles in the top left hand corner of the

msaic, however, a feline ijc leaping across the vine trail and is mauling
4 '

8 fleeing deer. The jdea of allowing the action within one circle to

mOve intg s cecond is Very similar to that on the British Museum compound
s

weave taytile mentioned preViDUSly (BX 21703, see fig. 256d), whereby a



hunter 1s'shooting an arrow across. the edges of the two octagons in order
to hit a fleeing lion.

It is not only in mosaics, hdwever, that parallels to birds or
animals in vine trail roundels can be found. The theme is well known
from the so—calied Coptic tapestries and most museums which have
collections of these textiles iﬁclude at least one example {68]. Also
relevant is a fragment of a weft-faced compound weave textile in silk
which was found in the tomb of St. Julianus, Rimimi, Italy (fig. 269;
Gerola, 1911, fig. 3. The St. Julianus textile has part of a lion
enclosed in a ;oundel made out of acanthus leaves, According to King
there are also nude hunters, but this is not clear from the Gerola
illustration (King, 1981, 100). Numerous silk textiles were found in
this tomb including an‘interestihg interlace design, but unfortunately
the date of these textiles pas to be regarded as uncertain. St. Julianus
was martyred during the reign of Decius (A.D. 249-251). In his tomb,
however, there was & bronze coin from the reign of Constantine 1 (A.D.
306-337), pius a number of other coins which range in date from A.D. 814
to 1649, The presence of these coins can be explained by the fact that
Writteg accounts have survived which refer to the tomb being opened at
various tipes (Gerola, 1911, 1156). As a result, therefore, while it is
1ike1y that the various silk'texfiles found in the tomb, including the
VCQmpDund weave example, are of an early fifth century date, they cannot
be taken as securely dated.

The St. Julianus silk is also very similar in design to two weft-
faced compound twill silks which are now in the Newark Museum, New
JErsey, U.S. [69]1. The design is made up of several individual roundels

€nclosing 1solated motifs of lions facing men with spears and shield, and

'



leopards facing bowmen. In the interstices there is an elaborate
quatrefoii. The textiles were woven in brown and beige coloured silk.
According to an article in the waark.HUSeum Quarterly these textiles
were found in Egypt, but no further information was given concerning
where they were found, or even if they were simply purchased in Egypt and
said to have been found there (Anon., 1978, 11).

Thege is also one of the ‘'design' papyri from the city of
Oxyrhynchus which has a very similar motif, although in this case the
design is of alternating sea monsters,‘sea birds and floral motifs (fig.
270 ; p. Oxy. 63 6B.71/A4 (2-4) b). It is not clear, however, whether
this particular design was meant to be used for a textile or some other
media,

The use of roundels enclosing scenes of hunting animals seems to be
an artistic convention which has its roots in Vestern as opposed to
Sasanian art.  There are many examples of birds and animals in roundels
from the Sasanian repertoire, for example, a number of the garments worn
by the nobles in the Tag-i-Bustan rock reliefs are depicted as having
birds or animals in roundels [70}. But so far I have been Qnable to find
8 satisfactory Sasanian parallel to the idea of a series of animals set
Within roundels which actually carry on a hunt from one roundel to the
Next, |

On the other hand, freestanding hunting scenes are well represented
in bdth Roman and Sasanian sources. Mention has already been made of
Roman mosaics from the eastern Mediterranean regions which have similar
designg. Reference should also be made to the hunting scenes carved into
the rock at Taq—i—BUStan and the stone reliefs at Chahar-Tashan, both of

which depict elabofate hunting scenes with horsemen and attendants

~¢



chasing a wide variety of animals, although the boar would seem to be the
most popular [711. It would seem difficult, therefore, in the case of

the freestanding hunting scenes to attribute the source of these designs

to either Roman or Sasanian prototypes.

The Hunters; All the hunters which are depicted on these compound weave
textiles are either men with spears who are usually on foot, although
SO0ma are on horseback, or archers, of whom again some are on foot while
others are on horseback. Dué to the stylised nature of these textiles it
is usually very difficult to say exactly what type of clothes the figures
are wearing. It is clear on some of the textiles, however, that some are
either semi-nude or nude while others are well dressed. For example, on
One Af the compound weave textiles now ;n the Angewandte Kunst Museum,
Vienna (AKV 4882, <1>; see fig. 267), the man being attacked by a leopard
and the man holding 2 horse are depicted as being virtually nude, while
 the spearsman 1is sﬁown wearing a short tunic which is belted at the
waist. (Qp the British Musuem textile (BX 21703, (30>, see fig. 256b, d),
1t would appear that the archer is only wearing a scarf or cloak which
floatg upwards behind his head, while there is no evidence that the
Speareman on this textile is wearing any garment at all.

It is possible that the cloak was used to reflect the relative
"Aifferepce in status between an archer and a spearsman, or perhaps the
‘hunter and his attendants. Such a difference can be found on a number of
hUnting mosaics, fOT example, the hunter on horseback in the fourth
CEHtury hunting scenes at Djemila in North Africa wears a cloak while his
attendants simply wear a tunic, similarly, in the Antioch VWorcester Hunt

mOsaie of the early third century A.D. (Dunbabin, 1678, pl. 45; 205,

w




LXXIX). It should be noted, nevertheless, that this cannot be regarded
as a hard and fast rule as a number of exceptions can be found. For
example, some of the attendants in the boar hunt mosaic at Carthage
(Carthage 31) wear cloaks while others have none, and similarly the
servants with dogs in the hare hunt mosaic at El Djem wear cloaks while
the horseman has none (Dunbabin, 1978, pl. XI, 22).

It would appear that the spearsﬁen on another textile in the
Angewandte Kunst Nuseum (AKV 4883, <2>, see fig. 267) was wearing only a
loin cloth of some form, while the archer may have been wearing a short
tunic with a cloak which sweeps out behind the head of the figure. The
clothing details of the men on horseback in this textile are not clear at
all., The spearsmén on horseback on VA- T.133.1935 (<1054>, see fig. 173),
is shown with what appears to be a Phrygian cap and a 1ong.‘floating
cloak,

In respect to the range of garments worn by the figures depicted in
thesea hunting scenes it is interesting to note that some figures appear
to be nude or semi-nude. The use of such figures, both male and female,
is welil-attested to in Classical art. Suitable comparative examples can
be found in virtually any form of ért medium, most notably, sculptures,
"a11~paintings, mosalcs, ivories, as well as textiles. On the other hand
whan looking at objects with Sasanian style decoration it is clear that
the depiction of nﬁde figures, especially males, was not a common feature
In the Sasanian repertoire [72). It would seem likely therefore that the
Compound weave textiles which have nude or semi-nude human figures were

followiﬁg Vestern rather than Iranian artistic conventioms.



Bow Types of the Hunters: One of the interesting details concerning the
archers is the type of bows which they are using. 1In all cases the bows
depicted on these textiles appear to be the composite Scythian bow which
bhad the string attached to the bow several centimetres in from the end,
although in some cases they appear to have been slightly distorted due to
the nature of the weave (Brown, 1837, 7). This type of bow was introduced
into the WVest during the Hellenistic period (Brown, 1937, 7). They became
one of the standard bow forms in the Near East and are depicted in
graffiti at Dura EBuropos as well as in the hands of foreign auﬁiliaries
on Trajan's Column (Rossi, 1671, 124-125). These bows can also be seen,
amongst others, in the third or fourth century A.D. Vorchester hunting
mosaic from Antioch and in the late fourth, early fifth centuries A.D.
mosaic called the "Offering of the Crané" at Khéreddine, Carthage (73].
On the other hand bows.depicted in.Sasanian hunting scenes appear to
be of a very different type. These arg also of a composite form, but
they are of a half figure-of-eight form with flanges attached at an
angle. These face backwards towards the archer as opposed to the
Scythian form which faces away from him. The bow string is attached to
the ends of the flanges. F. E. Brown described this bow as the
‘Sasanjan' form while V. F. ‘Paterson in his work on Islamic archers
described it as the ‘Indo-Persian' bow, implying that it may have been
derived from Eastern Iranian traditions [74]. Such bows are depicted on
& number of sixth and seventh century Sasanian silver dishes, for
eXample, a dish which is in the Iran Bastan Museum, Tehran <(acc. no.
1295) which shovws 2 king hunting two. lions (Harper, 1978, 33, no. 3).

There jg a similar dish now in the Hermitage Museum, Leningrad, which



also shows a king shooting arrows at a lion and a boar (Orbeli and
Trever, 1934, no. 3.

It would seem feasible to suggest, therefore, that the bows used in
these textiles had been influenced by Roman or rather Eastern
Mediterranean, as opposed to Sasanian saurces. Such a detail could also
be used to suggest that these textiles were of a Vestern, i.e. Eastern

Mediterranean origin, but it should be stressed that this detail alone is

not conclusive.

Stylisation of the Foliage: Another curious detail concerning some of
these compound weave textiles is how the foliage has been depicted, and
Indeed this may be one method of giving a tentative provenance to some of
the textiles. For example, in Egyptian and Syrian mosaics depicting
hUnting scenes, it 1is very apparent that an effort has been made to
depict naturalistic vegetation and foliage on trees. This can also be
' seen op a pumber of the compound weave textiles, although an allowance
Mst be made for certain Trestrictions imposed upon the designs by the

her hand it 1 i
Weaving methods. On the other hand it is clear from Sasanian sources,

most notably the grea‘t rock reliefs at Taq-i-Bustan, that although the
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67.11 <167> or VA T.133.1935 <105>. One point which is not clear,
however, is whether these are western copies of a Sasanian original or
whether they are actually Sasanian in origin. As yet, I do not feel that

I have reached a satisfactory answer to this question.

Range of Beasts Being Hunted: The range of anima.IS which are depicted as
being hunted on these compound weave textiles is very varied: felines,
especially lions, lionesses, leopards, boars, antelopes, deer, and
monkeys (?). One of the textiles (VA T.133.1935, <105>, see fig. 173),
has an animal which appears to be a squirrel, but it may simply be due to
the Cc?ndition of the textile and as such the identification of this
particular animal must remain open [75]. Apart from the last named

Creature all of the other animals are familiar beasts in various

depi;:tions of hunting scenes: For example, the third or fourth century

A.D. Antioch Hunting mosaics depict the following animals: tigers, deer,

hares. 11 voare, hyenas, bears, and an ibex (Levi, 1047, 364-365).
) ons, )

Int tingly, 2 very similar range of animals is depicted in the
nterestingly,. :
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pl. XXI). 1t is not surprising, therefore,.that hunting dogs should
appear on a number of the compound weave textiles in this section. One
of these textiles is the example noﬁ in the British Museum (BX 21703),
which has a dog wearing a collar running after an antelope of some form.
This scene is comparable with the use of dogs in the hunting mosaics at

El Djem (dogs chasing hares; El Djem la), and the boar hunt mosaic at

Carthage (Cartbage 31; Dunbabin, 1978, pls. 21 and 22).

In addition to the use of hunting dogs it would seem that other

animals such as lions and leopards were trained in both the Roman and

Sasanian Empires to hunt animals. It is difficult, however, to be

certain in the depictions ©of hunting animals on these compound weave
textiles whether they represent wild animals which are hunting, or

a8nimals which have been trained to hunt with humans against either other

animals or other human beings, as in the case of animals used in the

amphitheatres Such a discussion would also seem to go beyond the bounds

0f this thesis Therefore, apart from mentioning this point, I do not

he su t
feel it {s necessary tO take t ggestion any further.

¢ Scenes with Human fig“res (not including hunting scenes)

All of the compound weave textiles described in this section depict
buran figures, eitber 85 complete forms or simply as human heads.
In sope cases these figures are highly stylised, for example, a
large compound weave coxtile DOW in the Textile Museum, Washington D.C.

% 132.7 cm, fig. 271), has two horizontal
(TM ng 73y; 238:° ’ ’
number, <2737i
Tows of cviised humAD faces. . The use of stylised figures set
of very sty
ted stylised faces within the interstices can
Within archwa 1us 1594
ys, P
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31.11, <266>; 230 x 1290.0 cm, see fig. 172). There are, however, a
number of interesting variations between the horizontal rows of figures
in the latter example. The various types of figures can be divided as
follows: (A) female figure with right arm raised and left arm lowered,
legs straight; (B female figure with left arm raised and right arm
lowered, legs straight; (C) female figure with left arm raised and right
arm lowered, legs crossed at the knees; (D) male figure with right arm
raised and left arm lowered, legs straight, and finally, (F) male figure

with left arm raised and right arm lowered, legs straight. The order in

which these figures appear in the fragment in the bottom right hand

corner of the textile, i€ not the same as that in the top left hand

corner of the piece. This would suggest that the textile was originally

larger, by at least ome arch, than is suggested by either the plate in

TPilling's work or the size he gives for this textile, namely, 238.6 x

132.7 on. (Trilling, 1082, 08-99, no. 109), Between each of the arches

there ig again a Stylised puman face.

Another compound weave textile, which is now in the Metropolitan

HuseUm ot Act. Hew york, has a very similar design to the Washington
]

Museur example CTH 31.12, 267>, see fig. 234), mentioned previously.

The example has stylised figures set within a series of archways and
e :
Between o of the arches there is a stylised face. Two rows have
each 0

SUrvived and in the UPPEF row there is a figure of a woman who appears to
and in

be seateq ver 2 10118.tailed animal of some kind, perhaps a feline.
ed on or O

Surrog a the figure 4s @ vine trail with leaves. The second row
) naing e
consiat ) +anding semale figure with the right arm raised slightly

sts of a stan

per legs are crossed at the knees. Again the
a1d the lert arm lowered’



figure is surrounded by a vine ?rail with leaves, but this time there is
no evidenpe to suggest that she is accogpanied by an animal of any form.
The compound weave textiles mentioned above which include depictions
of dancing figures form a Very distinct group, i.e. stylised figures
within arches. The second group which has to be mentioned in this sub-
section is a series of freestanding figures which appear to have been
Placed in vertically axiced rows, rather than the horizontally dominated
forms found on compound weave textiles previously described in this
section., Two cuch textiles have been attributed to this second group,

namely an example ROW in the Keir collection which was purchased in

Athens, and an example which is now in the Islamic Museum, Cairo,

Provenance unknown (1M 12,120s <181>; 60.0 x 25.0 cm, figs. 272, 273)

[77). The Keir example consists of several pieces of cloth which have

been incorrectly sewn together (20.4 x 12.7 cm; Spuhler, 1978, 241). The

Central portion jpcludes the figure of a dancing woman looking to her

right The hands of the dancer have been placed to her left (the

.VierrsS right) and they appear to be holding an object of some form.

t on h
She isg supporting her welgh n her left leg, her other leg is just

raised., It is possible to cee that the figure is depicted as semi-nude

Wwith the left breast vicible and there are traces of an ankle length
e

garment which falls {nto folds, and the end of a scarf floats over her
whic

left should Unfortunately due to the condition of the textile very
pulder. _

e.
few other details are visi®!
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- the Keir catalogue, B

the same scarf. This opinion 1s based on several factors. Firstly, on
various other types of objects, which have figures of dancers with veils
or scarfs, it 1is normal for both ends‘of the scarfs to be visible. For
example, the four dancers On a Sasanian silver vase now in the Hermitage
Museum, Leningrad, have their scarfs draped over their elbows (Orbeli and
Trever, 1034, no. 45). In three cases the scarf falls downwards, but in
one the right-hand end of the scarf rises above the arm. Nevertheless in
all of these examples the complete 1length of the scarf is clearly
visible. Secondly, there are traces of a scarf near the figure to the
left of the central figure OB the compound weave textilé. It appears to

be the lower end of 2 scarf which is in a similar position to that

associated with the central figure, but the fragmentary scarf does not

appear to be connected with the central figure. Lastly, the height of

the left-hand scarf 18 not consistant with the height of the scarf

8ssociated with the central figure.

Spuhler suggeSted that the figures were repeated 1in both the

vertical apd horizontal axis (Spuhler, 1978, 241). The suggestion was

based upon the presence of small portions of other figures being present

Within tpe background of the surviving central figure. Vhile it would
appear fh + this assumPtion is correct, it should be stressed that very
a

litt1e ¢ tn surrouﬂding region has survived and, as it is depicted in
s] e

o textile has been made up of various pieces sewn

r date.
tOgether, probably at a 1ate

d freestandins dancing figure to be discussed in this

1amic Museum, Cairo (INM 12,120 <181>; height 60.9

The secon

Section i now in the Ie

textile has survived in a much better condition
Cm. width unknown). The '

a result far more details are visible It
thﬂn th le and as .
e Keir examp



hgs been illustrated in the works of two scholars, firstly, by the
American art historian L. Ashton and secondly by the Swedish art
historian C. J. Lamm [781. In Ashton's illustration the figures mave to
the right, while in Lamm's drawing they are shown moving to the left.
The dancer in Ashton's illustration is shown as a red figure on a white
ground, but in comparison with other textiles of this type (i.e. weft-
faced compound twill weave 1in wool and cotton),‘the red on white side of
the cloth is genmerally regarded as being the reverse side (see for
example, Harper, 1978, 133, no: 57). It would seem more likely that Lamm

has represented the image correctly. As a result, therefore, when I

refer tp the dancer's right arm, left arm, etc., I have Dbased these

Comments on Lamm's drawing:

Parts of two dancing figures have been preserved on this textile.

The top figure is the better preserved of the two, and is very nearly

Complete (part of her right arm is missing), while the lower figure only

consiste gf the dancer's bead and upper torso and most of her left arm.

It ig clear, however; from the surviving details, most notably the
?

Jewellery, that although these figures are similar, they are not
' B . .

identical. For examples the necklace of the upper figure is totally

different from that of ¢pe lower figure, similarly there are differences

in the appearance of the scar_‘f and its position in relationship to a pair

of clappers which both dancers hold in their right hands.

The upper figurE‘iS ghown as having hair bound by a clrclet of some
forn with a central ctar OF rosette motif. She also wears large earrings
and a tignt necklace °U% choker. There appears to be some form of button
faStEning on each of her ghoulders, and on her left shoulder there is

8nother ot or rosette potif. The fastenings hold in place an ankle
star



length gown of éome form which swirls around the dancer's body. There is
no evidence to suggest that their gowns had sleeves of any form. Both
dancers are depicted as being large breasted. The left arm of the
dancers are held over their heads, while their right arms are held at
waist height. There appears to be a heavy bracelet around the left
wrist, and a thin bracelet around the right wrist. As mentioned
previously, clappers are held in the right hand of both dancers. The
left hand of the upper figure has been damaged so it is impossible to
.know whether there was also a pair of clappers here, although Lamm has
reconstructed the figure as being empty handed. Twined around the arms
of both dancers are swirling scarfs of which only traces of the right-
hand section are still visible around the arm of the upper figure. The
weight of the dancer in the upper register is clearly being placed on the
left foot while the right foot has been slightly raised. Under her left
foot there is a row of heart or petal-shaped motifs

Various elements in both these figures would suggest that these
dancers represent various sources of inspiration, rather than one
specific origin. Reference should be made to the position of the arms,
the large, swelling breasts, the style of costume, the use of a scarf and
finally the way in. which the hair has been arranged. For example,
Sasanian representations of female dancers, bofh dressed and naked; tend
to depict the dancers as having small breasts and waists, but large hips
£791. Similarly, Egyptian and Byzantiﬁe illustrations tend to show women
with small breasts and more rounded hips (fig. 274) (80]. Indian
representations of femaleé, especially dancers, however, clearly show
them as large breasted, narrow waisted, and large hipped (fig. 275; see

for example, Basham, 1967, pl. XXXIV). It would seem likely, therefore,



that the figure of the dancer on the compound weave textile now in the
Islamic Museum was inspired by Indian rather than Western sources. On
the other hand the style of jewellery and costume, i.e. a head band with
rosette nptifs, a choker-like necklace and long flowing robes are more
consistent with Sasanian and Eastern Mgditerranean forms. Indeed one of
the best representations of this form, although of a much earlier date,
is to be found at Palmyra and consists of a female bust in limestone
which is now in the Louvre Museum (81].

The hair band depicted on the Islamic Museum's 'dancer' compound
weave textile also gives the impression of the hair being pulled tightly
over the head and then curling down both sides of the face. ¥o
indication was given as to the length of the hair. In Indian examples of
dancers, the hair is shown as either being long and stra;ght or twisted
into elaborate forms,'but yith the appearance of being straight rather
than curly (see fig. 275). The depictions of women in Sasanian objects
emphasise the length of the women's hair which is usually shown hanging
down in several long plaits. It is worth noting that such a manner is not
only confined to dancing girls, it can also be found in depictions of
women who would appear to be of noble birth [82}. Vhen moving further
westwards, however, women tend to be depicted with hair which was
probably 1long, but which has been coiled, curled and generally
manipulated so that it framed the face in an elaborate manner. It would
seem, therefore, that the hair style of the dancer on the compound weave
was derived from Vestern rather than Persian or Indian sources.

Ancther element which would seem to give some indication of the
origin of the design 1s the scarf which is depicted as being entwined

around the arms of the dancer. Such scarfs are very common in Sasanian



depictions of women whether they are dancers or not. For example, four
female musicians wha are depicted on an Iranian silver bowl which is in
the Iran Bastan Museum, Tehran (fig. 276; 1333; Harper, 1978, 77-78, no.
26). All of these figures are clearly shown with lang scarfs which are
trailed over their shoulders or over their arms in various decorative
manners. vhen used by a dancer the scarfs are frequently shown as
twisting and floating in mid air, perhaps to accentuate the movement of
the figure. Such scarfs are very rarely to be found with similar dancing
figures in either Egyptian or Indian art. See for example the Egyptian
dancing figures previously mentioned which seem to be typical for the
genre, or the Indian dancers. Itlshould be noted, nevertheless, that
scarfs are csometimes depicted in late Roman>Egypt1an art, but these are
usually worn either by sea nyriads or by Venus as she rises from the sea,
rather than dancing figures on land, and that the nyriads hold the scarfs
above their heads with both hands [83].

One final element which should be considered is the dancer's use of
clappers. This form of percussion instrument has been in use throughout
the Near East for thousands of years, although it would appear to have
been subordinate in Egypt to the sistrum (Marcuse, 1975, 3-8; 87-90). As

s result of 1its popularity, it can be found in numerous depictions of

misicians and dancers. For example,

there is a large tapestry woven
textile now 1P the Abegg Stiftung which depicts a female dancer (AS no
number, Lember 8 1973, pl. 4). In this example the dancer, who appears
to be heavily breasted, is wearing a long red dress with tapestry insets
which are commonly found on Egyptian gowns, namely tapestry insets at the
WO roundels on the shoulders, two short clavi and a hem decoration

neck, t

of a loDg gamma“shaped band enclosing two small roundels. The dancer is



not wearing a scarf, In both her left and right hand the dancer is
holdiﬁg paired clappers which are in the same style to those used by the
dancer in the compound weave textile under discussion. The pose of the
hands however is not the same as in the compound weave example.

Another example of an Egyptian or rather North African dancer can be
seen in a late fourth century A.D. mosaic from Carthage called the Mosaic
of the Months and Seasons (Carthage, 16; Dunbabin, 1978, pl. XLIII, no.
110>. In this example, the dancer is clearly shown wearing a long gown
and carries clappers in her left hand; it would seem likely that she was
also holding a pair in her right hand, but unfortunately this part of the
mosaic is damaged.

Several Sasanian silver dishes and bowls depict female musicians
with clappers, and these pieces are directly comparable with the ones
held by the dancers in this compound weave textile. One of the clearest
comparative examples can be seen on the silver bowl which has been
previously mentioned in connection with the scarf (Iran Bastan Museum,
1333; see fig. 276). The musician in this case plays two pairs of
clappers, one pair in each hand.

In conclusién, therefore, it would seem reasonable to suggest that
the design on this particular textile was intended to depict a Sasanian
or Eastern Hediterranean (i.e.‘Syrian or Mesopotamian) dancer, but that
there are definite Indian and Egyptian influences. One result of this
‘design mix', is that this textile represents a very good example of, and
warning about, the cross-fertilisation of ideas and motifs which is known

to have taken place within both the Roman and Sasanian Empires.

d Indistinct Designs Vhich Include Human Figures



The following textiles have been included because they depict human
figures. In each case, however, very little of the figure survives. As
a result, therefore, it has not ‘been possible to give detailed
information concerning either the intended designs or their possible
origins.

i. The first textile in this category is a silk compound weave textile
which was found at the pre-seventh céntury site of Halabiyeh, Syria (fig.
277; Pfister, 1051, pl. XXVII, 99). There are three fragments; but only
one of the pieces is in a sufficiently good condition for the main motif
to be recognisable. The motif in question is that of a male figure
wearing a loin cloth of some kind. The man appears to be either carrying
a load or to be running while semi-crouched. The figure wasAset within a
pearl bordered roundel. In this respect it can be compared with the group
of birds within roundels described in a previous sub-section. It also
leads to the speculation that this figure may once have been part of a
pair of confronting men.

i1. The second example in this sub-section is a wool compound weave
textile in the Keir collection which has traces of a figure wearing a
triangular hatbwith a knob which is decorated with a series of dots, over
the left shoulder there are traces of a cloak or scarf (fig. 278; Keir
T.23 <174>; 6.3 x 8.7 cm; Spuhler, 1978, 241, no. 147). The shape of
this item, especially with its knob, would suggest that it was meant to
represent a Phrygian cap, but this identification is not certain. To the
right of the figure there is a stand-like object topped with a
curvilinear motif. It is possible that this was meant to represent a
sacrificial stand with sacred flames or perhaps a fire altar, but again

this is only hypothetical.



111, One of the nbst curious compound weave textiles to be included in
this section comes from the Central Asian site of Niya (K178>, see fig.
130; see Chapter 3). Unfortunately it is also one of the most
fragmentary. There appear to be six extant pieces which have traces of
the following motifs: Man with curly hair and a large nose riding
a donkey; tiger leaping upon something; landscape including a bunch of
grapes; landscape with grape vine and a camel's head (?); head with curly
hair.sef within a landscape. There is no recognisable design on the
last, and smallest, fragment.

This range of forms is unique within this collection of compound
weave textileé, bﬁt the various images would sugéest that it was meant to
represent a naturalistic landscape of some kind. The appearance of the
figures, plus the presence of the tiger would suggest that the design
belongs within either the Chinese or Central Asian artistic tradition
rather than to a more Vestern development. This point is strengthened by
the fact‘that they were found at Niya.

According t6 the historian V. WVatson, the Chinese regarded the
acquisition of the vine (sometime during the second century B.C.) as
second only to that of the_ celestial horses of Central Asia (Vatson,
1974, 130). The presence of the vine may therefore indicate that the
scene was of an idyllic nature rather than a purely naturalistic
representation. If this is correct then these fragments would seem to fit
into the tradition of Han landscape depictions. Unfortunately, however,
due to the size of these fragments further comparisons would seem to be

somewhat tentative and unsatisfactory. -

e Mythical Representations



In addition to the bird designs associated with the Tree of Life
motif described previously, there are several other compound weave
textiles which have mythical connections. These designs have been
separated because the first type, illustrated by the birds in roundels,
etc., represents general mythical themes. On the other hand, the
textiles in the following sub-section seem to represent events which can
be related to specific mythical animals.

The first two compound weave textiles to be described in this
section are, however, not completely explained, either because the
Adescription or illustration of the textile was not sufficiently clear, or
because the textiles were too fragmentary. In both cases, therefore, it
has not been possible to give a satisfactory identification of the animal
which the weaver intended to represent. Nevertheless, for reasons which
will be given under the relgvant headings below, I felt that they should
be included in this sub-section.

The other two compound weave textiles to be included in this sub-
section have designs which clearly represent creatures with identifiable
mythical origins. The first example comes from within the Iranian

tradition, the second from the Classical tradition.

Eagle with Human Head
(The Islamic Museum, Cairo, 13,189, <182>, 49.0 x 23.0, fig. 279)

So far I have been unable to see this textile, but the following
description comes from the work by C. J. Lamm on the use of cotton during
the medieval period in the Near East (Lamm, 1937).

"Haloed, scalloped head, the curled neck and parts of the
breast of a spread eagle; the breast has a fine trellis



design against which the head of a beardless youth, =een

front face, stands out. The +thick hair, marked with

rosettes, is divided in the centre and falls on either side

like a heavy wig" Lamm (1937), 34-35.
Lamm also published a photograph of this textile, but the illustration is
so dark it is impossible to see clearly the features he described (Lamm,
1037, pl. Va). From his account, however, it would seem likely that this
textile belongs within the mythical sub-section of this chapter.
Nevertheless, without either a clearer illustration or a personal
examination of the textile the origin and meaning of the design must
remain doubtful.

_Interestingly the description of the Lamm compound weave textile
given above would seem to fit an illustration of part of a carving in
ivory which, in 1948, was in the Michailidés collection (Michailides,
- 1048-49, fig. 23). According to Michailidés the design represented
Ganymede being carried to Olympus by Zeus in the shape of an eagle. He
also wrote that he knew of "..... une version sassanide du mythe figurée
sur un tissu" (Michaflidés, 19048-49, 69). Unfortunately, no further
details were given in the main text concerning this particular textile.
It was, however, depicted in a work by the art historian J. Lessing and
from the description of the textile it is clear that it has a resist-dyed
or painted design on a cotton (?) ground. (Lessing, 1880, 120). Thus,
while it would seem to be a possibility that the compound weave textile
which Lamm described had the same or similar eagle and Ganymede design as
the example to which Michajlidés and Lessing referred to, it cannot be
proven at the moment. N

Another possibility is that the design is derived from the Iranian

legend of Anahita, a female personification of the morning star, being



carried away by a sky eagle representing the coming of day. The
identification of these elements was ﬁade by P. Ackerman in respect to a
silver plate which is now in the Hermitage Museum, Leniﬁgrad (Pope and
Ackerman, 1938, 882, fig. 306). It would seem equally possible, however,

to suggest that the image of a large bird carrying off a young boy was

derived from the Iranian legend of Zal [841]. In this story a son with
white hair was born to Sam, governor of Hindustan. Because of his
strange appearance Sam ordered that the baby was to be exposed. The

cries of the child, however, were heard by the Simurgh, who carried the
baby in his claws to the summit of Mount Elburz. In due time Sam
repented of his actions and in a dream was told to search for his son.
Sam eventually found the now young man and named him Zal. According to
the legend Zal became a hero who waslfull of wisdom and valour. Without,
howéver, being.able to see the cqmpound weave textile, either personally
or’in a beﬁter illustration, it is impossible to be certain which, if

any, of these stories should be related to the Lamm description given

abaove.

Lion-headed Bird/Vinged Lion (?)
(Royal Ontario Museum, 978.76.742, <25>, fig. 280)

Unfortunately, only three small fragments of this design have
survived and it is not clear exactly which mythical animal was being
depicted on this compound weave textile. On one of the pieces there is
an animal's head which is almost feline in nature. The face is rounded
with the lower jaw set well back. The ears of the animal are clearly
visible as being small rounded forms. The animal has its neck well

stretched out and around it there appeared at first to be a small garland



of some form, but this proved to be a weaving fault. Part of the animal's
body is still visible and it appears to have wings. There also appear

to be traces of a front leg with claws. It is possible that the claws are

clutching at something but this is not certain. Below the animal there

is the back and a 1long, sweeping tail of a second creature, probably

feline but again this is by no means certain.
On the second fragment there is another animal which appears to be a

running feline. The head, however, is not extant. It is flanked on one

side by a band of squares and circles, on another side there is a large
four-petalled rosette. The third textile fragment includes part of a

design, but it is neither sufficiently large nor clear enough to identify

the animal or object.
It is possible that the weaver intended to depict a lion-headed bird

or more precisely a lion-headed eagle, which is a well-known motif

within the Mesopotamian/Iranian tradition. One of the earliest examples
of this form comes from the Second Early Dynastic Period in Mesopotamia
(ca. 3000-2340 B.C.), and represents Imdugud, a lion-headed eagle which
is flanked by tﬁo deer. Another example, is the lion and stag relief in
copper which was found at Al'Ubaid and which is now in the British

Museun. According to the art historian H. Frankfort, Imdugud as an

eagle may have been the embodiment of the  black rain clouds and

associafed with the temple of the KMother Goddess Ninhursag, the Lady of
the Mountain (Frankfort, 1970, 60-61, fig. 63).

Another explanation may lie in the idea that the animal is simply a
winged lion. Such beasts fall within the tradition of other winged
animals such as horses or camels rather than composite mythical animals

such as griffins or the simurgh [(85]. One of the clearest depictions of



a winged lion is to be found on a Sasanian-style silver plate which is
‘now in the Nelson Art Gallery, Kansas City (fig. 281; Ghirshman, 1962,
fig. 261). In this depiction the lion is shown stationary with one wing
held upright over its back while the other is set at an angle. The
feathers have been depicted in a very stylised manner.

Yevertheless, it should be noted that, so far, I have been unable to
find an example of either eagles with lion's heads or winged lions
depicted in the act of flying. As a result it has not been possible to
make a direct comparison between the Islamic Museum's textile and an
extant object. On a more personal 1level, however, I feel the second
possible explanation is the more 1likely, because firstly, it is the
simpler, and secondly there would appear to be more evidence to suggest
that winged animals were a popular furnx.of iconography during the
Sasanian period and afterwards rather than the image of the lion-headed
eagle. It should be stressed, however, that I have been unable to find

any firm evidence to point conclusively to this explanation.

Eagle with an Anchor Design on its Vings
(Dumbarton Oaks, 36.43 <257>, see fig. 237)

Two compound weave textiles have been published which include the
design of an eagle with outstretched wings decorated with anchors; a
small goat or deer which is being clutched in its claws (861. The first
was published by C. J. Lamm in 1937 (Lamnm, 1937, 41, f{fig. 21>, It was
described as being in the Matossian Collection in Alexandria. The
Matossian textlle was later included .in the Dumbarton Oaks Collectionm,
Harvard University (no. 36.43 <257>; 48.0 x 45.0 cm). The second example,

which is very eimilar to the Matossian/Dumbarton QOaks textile, was



published by fhe American art historian P. Ackerman in 1938 (Pope and
Ackerman, 1938, 706, fig. 248). The textile was described as being part
of the Mr anlers Robert Woods Bliss collection. The Bliss textile, based
on the drawing pubiished by Ackerman, appears to have survived in a
better condition than the Matossian/Dumbarton Oaks example, although this
may simply be due to the Ackerman drawing being more of a reconstruction
than an actual representation of the condition of the textile. According
to Lamm the measurements of the Matossian/Dumbarton compound weave
textile ére 48.00 x 45.0 cm (Lamm, 1037, 41). The text underneath the
drawing published by Ackerman, however, describes the Blises textile as
being ca. 28 cm in height (Pope and Ackerman, 1938, 707, fig. 248). In
footnote 3, page 706, however, the Bliss textile is described as being
47 cm square (Pope and Ackerman, 1938, 706). So far I have been unable
to find out whether these textiles represent two fragments of the same
plece of cloth or ‘whether they are actually the same textile which has
been passed from one collection to another [87].

The Dumbarton Oaks textile can also be related to two compound weave
textiles with the same design which are in the Victoria and Albert
Museum, London (T.124.1035, <102>; 16.8 x 15.5 cm) and Boston 06.143b
(<1555, 38.0 x 11.0 cm, fig. 282). Vhat remains of the design is made up
of three bands. ' The centre band has stylised eagles clutching small
animals, possibly hares or rabbits. The band is flanked on either side
by rows of rocket-shaped motifs with three circles enclosing crosses on
the 'body' of the rocket. To one side on the Boston example there is a
broad band in red (repp weave). So far I have been unable to find any
parallels for the design and the rockets, although, as noted previously

and below, eagles clutching small animals is a common motif.



The eagle was a popular - motif Iin Greek, Roman and Iranian
iconography. Interestingly, although falcons and hawks appear frequently
in the Pharaonic Egyptian artistic repertoire, eagles are virtually none
existant (88]. During the Ptolomaic and Roman periods, however, eagles
figure more commonly, for example, a spread eagle design in limestone
found at Schéch Ab&de (Vessel, 1063, 01, fig. 91). But in general these
birds do not appear to have become a common or widely accepted motif in
Pharaonic or Roman Egypt.

The question remains, therefore, as to whether the eagle on the
Dumbarton Oaks compound weave textile belongs to the Classical or Iranian
tradition. A clue to this point is given by the bar and bracket or so-
called anchor motifs on the wings of the eagle and the presence of small
horned animals, goat or deer. Eagles with their prey do appear in
Classical art, but so far, however, I have been unable to find a parallel
for the presence of the bar and bracket motif. On the other hand
éarallels for both of these elements can be found witﬁin the Iranian
iconographical repertoire (these will be given below). This would
suggest, therefore, that the eagle depicted on this particular textile
belongs within the Iranian tradition.

On a Sasanian bottle-shaped vase in silver now in the Hermitage
Museum, there is a depiction of an eagle clutching a small deer which is
a very close parallel to the design on both the Dumbarton Oaks and Bliss
compound weave textile (Pope and Ackerman, 1938, wvol. IV, pl. 216B).
There is, however, no evidence of any bar and bracket motif on the wings
of this silver eagle. .

It has already been shown that the representations of eagles with

wide~spread wings can be traced back for many centuries in the Persian



world and that they were considered to be creatures of Ohrmazd (Brunner,
1978, 106). Ackerman has also described the eagle, and in particular the
eagle with 'anchors' from the Bliss collection, as being a sky bird whose
role was later re-interpreted as a sun bird (Pope and Ackerman, 1938,
706>. G. F. Hill wrote that the bar and bracket motif in general was a
symbol for thunder, lightning or rain (Pope and Ackerman, 1938, 403;
704/6). Rostovtzeff, however, only refers to it as being a symbol for
rain (Bauer, et al., 1932, 111). The goat or deer (both horned animals),
which the eagle clutches in its claws represents, according to Ackerman,
the moon (Pope and Ackermah, 1638, 706). Thus the whole design 1is
intended to represent the domination of the sky, or the sun, over the
moon. Curiously, the Persian moon god, later called Mah, seems to have
been either represented as a bull or as a man accompanied by bulls [891.
It would seem strange, therefore, to have the moon being represented as a
small horned animal such as a goat or deer.

In general, it would seem unlikely that Ackerman was correct in her
assertion that the Bliss textile was meant to represent the conflict
between the sun and the moon. By implication it would also be necessary
to say the same concerning the design of the Dumbarton Oaks example.
Interestingly, there is also a series of Sasanian seals in the Louvre
Museum which depict eagles holding birds and animals [90). On one of
these .ceals the eagle is shown clutching a bear (Gignoux, 1978, 9.38).
According to Brunner the bear was-regarded in Sasanian mythology as an
evil creature who was the offspring of the mortal king, Yann, and a she-
demon (Brunner, 1978, 11, 101). So perhaps the concept of a conflict
between some other member of the Sasanian pantheon is not unacceptable.

Nevertheless, as yet, 1 remain uncertain about any precise meaning which



can be attributed to the designs of the two compound weave textiles

described in this sub-section.

The Chimera Design
(Abegg Stiftung 142 <142>; Rogers and Podmore 2 <287>, see fig. 150)

A particular compound weave textile which would 'appear to be
associated with a Greek legend is now in the Abegg Stiftung (AS 142,
<142>). Unfortunately, however, the textile is unprovenanced. The
pattern is made up of a series of animals hunting and being hunted: left
to right, there is a feline clutching a small horned creature with long
tail; a feline catching an antlered stag, and finally the rear end of a
beast with a tail in the form of a snake and an animal's head in the
centre of its back. Unfortunately, the rest of the textile is missing,
and so it is not possible to see the front of the animal. Annoyingly,
this area of the design is also missing on a compound weave textile which
was in the stock of Rogers and Podmore, dealers in antique carpets and
texti}es, Brighton (K287>, present whereabouts unknown). There 1is,
however, a mythical creature called a chimera which is depicted in both
Greek and Roman art as being a lion-headed animal with a snake for a tail
and a goat's head in the centre of thé animal's back. It would seem
likely therefore that the animal depicted in the Abegg Stiftung/Roders
and Podmore textile is actually a chimera

According to Homer the chimera was of divine origin, and was raised
by the gods as a plague for mankind (Homer, Iliad, 6, 181). It, or
rather, she, "was the offspring of Hesid/Triphaon and Echidna. She was
was later to mate with Orthos to produce the Sphinx [91]. The chimera

was eventually destroyed by the Corinthian hero Bellerophon riding the



winged horse Pegasus. The origins of the chimera legend appear to lie in
the Lycian people in Asia Minor and can be traced back to at least the
seventh century B.C. [92]. As indicated above it was a popular motif
with both the Greeks and the Romans. One of the earliest representations
of the chimera is on a coin from the Peloponnesos which dates from the
mid-fifth century B.C. (Kraay, 1976, 98-09). At Olynthus in Macedonia,
there 1s a late fifth century B.C. pebble mosaic which depicts the
killing of the chimera by Bellerophon (93]1. The wide spread popularity
of the chimera image can also be seen by the distribution of 'chimera
mosaics', for example, they have been found in places as far apart as
Mary St. Hinton, Englafxd (4th century A.D.); Autun, France (1st-3rd
centuries A.D.); Coinbra, Portugal (late Roman); Ravenna, Italy (5th-6th
centuries A.D.), and finally Constantinople (5th century A.D.) [94]

The popularity of the image can also be seen in the range of objects
it was depicted upon. Reference has already been made to coins and to
mosaics, but it was also used on pottery, silverware, ivory and, of
greater interest in respect to this thesis, on textiles [951.

Vith the spread of Christianity the chimera motif appears to have
died out to a certain extent, although, accdrding to P. Amandry, there
was a period of popularity during the fourth and fifth centuries,
perhaps as a form of pagan revolt <(Amandry, 1956, 157). A popular
revival of the Bellerophon/chimera image during the fifth century is
certainly indicated by the mosaics and other objects which have been
mentioned previously in this section, and it is tempting to speculate
that the compound weave textile with. the chimera which is now in the
Abegg Stiftung is of a similar date. Iﬁterestingly, the image of

Bellerophon killing the chimera still occasionally occurred during the



Medieval and Renaissance periods in  Europe. A suitable example to

illustrate this point is a painting by the Flemish artist Rubens (1577-
1640), called Bellerophon on Pegasus killing the Chimera with a lance,

which is now in the Musée Bonnat, Bayonne, southern France (Gerson and

Kuile, 1060, 150).

£ Christian Iconography

Amongst this section of compound weave textiles there is a small
group of pleces which have obvious Christian connotations. One of these
pieces has already been discussed in a previous chapter, namely the orans
figure which may represent the Egyptian saint, Menas (National Museum,
Stockholm, 16,1930, <245>; see ﬁg. 146). Therefore, apart from
mentioning its existence in this cection it will not be referred fo in
detall. The other textiles within this group consist of a series of five
fragments which depict scenes from the early life of Christ.

(A) A series of compound weave textiles in red wool and undyed silk
wﬁich have scenes from "the early 1life of Christ are now in the
Metropolitan Museum of Art, New York (90.5.11, <260>, fig. 283; Dimand,
1925, 57, fig.- 5. The American art historian, M. S. Dimand, described
these pileces as gomihg from a band which "was probably used as a border
of a garmeﬁt which may have belonged to a Coptic priest" (the use of
compound weave cloth for garments will be returned to in the next
chapter; Dimand, 1925, 57). According to Dimand these pleces were a glft
to the Kuéeum from G. F. Baker, but there is no indication as to where
they may have originally come from, although Dimand suggested that they

may have come from Egypt or Syria. Dimand's ' provenance' was based upon



the resemblance of the bands to certain unspecified ivory objects of the

fifth and sixth centuries (Dimand, 1925, 57). Some clues, however,

concerning both the origin of these textiles and their possible date can

be obtained from the textiles themselves. The designs of the textiles

have come from various sources, namely the description of the Nativity
given in the Gospels according to Hattﬁew (first century) and Luke (first
to second century) and later descriptions given in the Apocryphal gospels
of Jameé (second century) and the Pseudo-Matthew (eight to ninth century)
{961. Vith respect to the last work cited, it should be noted that it
cannot be used to give a terminus post quem date to the images used on

Yoo
the following textiles, asL?seudo—Hatthew appears to be a collection of

oral and written traditions collected over many centuries (James, 1955,

70).

The order in which the textiles have been described has been based

on a chronological order of events. An indication has been given in the

following descriptions as to which Gospel text was being followed.

i The Annunciation: (Luke, 1:26-45): Mary is depicted sitting in a
high backed wicker chair, in her hand she holds a spindle aloft; facing
Mary is the Angel Gabriel (damaged). According to Mark an angel came
to Joseph in a dream to announce the coming events. In the Gospel
according to Luke, however, the Angel Gabriel is described as appearing
to Mary in a waking state. It would seem likely, therefore, that the
scene depicted on the relevant Metropolitan Museum compound weave textile
was based on the account given in Luke. The scene is also to be found in
association with many Christian objects, especially from the fifth and

sixth centuries, for example, in the fifth century mosaic in the Santa

Maria Maggiore, Rome. In this mosaic Mary is shown working at the task




of spinning, possibly in accordance with a description in the second
century Apocryphal Book of James (Protoevangelium), which describes Mary
as spinning purple and scarlet yarn in order to make two veils for the
temple at Jerusalem (Book of James, XI.1; James, 1955, 43). According
to Coche de la Ferté the idea of Mary being occupied at an apparently
humble task is mitigated by the fact that she is dressed like an empress
(Coche de la Ferté, 1982, pl. 29). There is a series of large-scale
resist dyed textiles now in the Victoria and Albert Museum which are
believed to have come from Akhmim and which have been given a fifth,
sixth century date {97]. All of these textiles depict various New
Testament scenes and were probably intended to be used‘ in a church,
perhaps as hangings or curtains. One of the scenes includes the figure
of Mary spinning, with the Angel Gabriel standing in front of her
(Victoria and Albert Museum, accession mnumber: 723-1887). Another
example of an Annunciation scene which is of relevance to this thesis is
a silk compound twill example which is now in the Vatican Museum and
which has been given an eight/ninth century date and is believed to have
been woven in Constantinople (Beckwith, 1974, 347-348). In this example,
howéver, the figure of Mary is shown without a épindle although just to
her left hand the;‘e 1s a basket which may have been used to suggest that
she was of an industrious nature.

ii  The Hativity (Luke, 2: 6-21): the relvant scene depicts- the Christ
Child lying swaddled in the manger surrounded by an ox, an adult donkey
and a young donkey. In the left hand corner there are tree-like motifs
and between the heads of the animals, there is the star. The ox and
donkey are not mentioned in either Matthew's or Luke's Gospel. They do

occur, however, in the Pseudo-Matthew Gospel and appear to have been



included in order to fulfil a verse in the 0Old Testament book of Isaiah,
"The ox knows 1ts owner, and the ass its master's crib” [981. The scene
1s shown as if the viewer is looking from an angle above the manger. A
very similar arrangement, i.e. a child in a manger surrounded by a donkey
and ox with a star between their heads can be found in many other objects
with a Christian function, for example, a sixth century silver and gilded
censer in the Antalya Museum {99].

iii Bathing of the Child: In this scene Mary is shown lying on a Roman
style couch with the Christ Child in front of her. Only the upper half
of the Child is shown and He appears to be in some form of large bowl or
krater. The scene has been interpreted by Dimand as showing the Bathing
of the Child (Dimand, 1625, 57). Although the event in the Nativity of
Christ is not described by either Matthew or Luke, it does belon#within
the iconographical traditiop of the Eastern Church (Hall, 1979, 220). One
of the first references to the bathing of the Christ Child and the
presence of midwives at the Nativity was made by Clement of Alexandria
during the mid-second century A.D. (élement of Alexandria, Strom., vii,
93). It also occurs in the Book of James who describes how an un-named
midwife was found by Joseph and brought to aid Mary with the birth of her
child (Book of James, XI:1-XIX:2). The midwife rejoiced in the birth of
Christ and told.a friend called Salome. Salome doubted the authenticity
of the birth and as a result her.arm withered. UNevertheless, on touching
the swaddling clothes of the Christ Child, however, her arm was restored.
In the Pseudo-Matthew Gospel reference is made to the presence of two

midwives at the birth of Christ, Zelomi (or Semele) and Salome (Pseudo-

Matthew, XIID)



One of the eérliest extant representations of the Christ Child being
washed is a limestone bas-relief which is now in the Coptic Museum, Cairo
(no accession number available). In this depiction the Christ is shown
in a large krater-like bath supported by a woman, presumably 'Zelomi',
who sits at the left hand side of the relief (Wessel, 1063, fig. 92>. A
second woman, perhaps Salome, is shown on the right hand side. It has
been suggested by the German and Swedish art historians A. Herrmann and
P. J. Nordhagen (respectively) that the origin of these scenes, and in
particular the presence of the two midwives and the use of a large
krater-like bath, was directly derived from scenes depicting the Washing
of Dionysus [100]. Herrmann also refers to a fifth/sixth century mosaic
found at Baalbek, Syria, which represents the first bath of Alexander
which includes these elements [1011.

The popularity of the Christian version of the 'first bath' image
can be 1illustrated by the fact that it was still in use during thg
Medieval period. For example, there is a mid-thirteenth century marble
pulpit by ¥Nicola Pisano, in the Baptistery at Pisa, which has been
decorated in the 'Greek manner' (Gombrich, 1072, 49, fig. 135). The
panel includes a scené showing the Annunciation, Nativity and Shepherds.
In the lower centre of the picture are the two midwives washing the
Child.

iv Arrival of the Magi or Shepherds (Matthew, 2:1-12; Luke, 2:8-20):
only part of this scene has survived and it shows, according to Dimand,
the arrival of the Shepherds (Dimand, 1925, 57). Yet it is possible to
disagree with Dimand's identification -.and to describe it as the arrival
of the Magi (the term Magus originally referred to a Persian astrologer

or priest). Only one figure has survived in detail and he walks from



left to right and is wearing a Phrygian cap, long cloak and gown of some

It would seem at first glance that the weaver was trying to

form,
But when looking at

Tepresent the Shepherds, as suggested by Dimand.
depictions of shepherds, or even Christ as the Good Shepherd, in Egyptian

and Syrian objects, including textiles, from the early Byzantine period,

then the shepherds are normally shown wearing simple Roman style tunics
On the other hand, as the

With short capes and no headcovering [102].

thi were descriﬁed as coming from the East, it would seem more likely

_ that they would be shown wearing clothes which were known to be
'Eastern', and thérefore somewhat exotic, in origin. A major deity which

bPassed from Persian to Roman mythology, namely Mithras, is also normally

depicted wearing this form of costume, for example, a wall painting and a
Mithraeum at Dura Europos both show the god wearing

bas-relief from the

a Phrygian cap [103].
One of the earliest representations of the Magi iIs a second century

A.D, painting in the Capella graeca in the Priscilla Catacombs in Rome

Unfortunately it is not clear in Vilpert's illustration whether
According to

(1047,
costume or not.

the Magi are wearing an ‘oriental’

Leclercq's description of this scenme, however, "Les mages s'approchent

avec empressement, vétus du costume oriental qui leur est propre, sans le

manteau pourtant" (Gabriel and Leclercq, 1907-1953, vol. 2.2, col. 2006,
that they were depicted in the Persian

It would appear, therefore,

manner.
The exotic nature of the Magi's clothes is stressed in another

Sarcophagus which was found at Castiliscar in Spain and which has been

dated to the fourth or fifth century A.D. (Navel, 1929, 162-172, pl. 1)

Along one side of the sarcophagus there is a representation of the early



life of Christ. Fifteen figures are included in this depiction and all
but three are dressed in formal Roman gowns and tunics. As may be
expected, the three who are dressed in a different manner are the HMagi,
who wear Persian dress. Another example, of the use of this form of
‘exotic' costume for the Magi can be seen in the late fifth/sixth century
Sant'Apollinare Nuovo mosaic at Ravenna (see fig. 284), In this case,
however, the Magi belong to the decbrative border on the hem of the
Empress Theodora's cloak. It is clear from this depiction that the Magi
are dressed in Persian costume [105].

In conclusion, therefore, I would like to suggest that it would seem

more likely that the figure depicted on this compound weave textile was
meant to be a Magus rather than a Shepherd.
v Epiphany/Adoration of the Magi (Matthew, 2: 1-12): In this scene
Mary 1is shown sitting in a high—'bgcked wicker chair and holding the
Christ Child out in front of her. Behind her chair there is the figure
of a man wearing a Phrygian cap and holding a large 'shepherd‘'s' crook.
Dimand has interpreted this scene as being part of the Adoration of the
Shepherds (Dimand, 1925, 57). Another possibility is that it Show*he
presentation‘ of the Child at the Epiphany. \

The E}.)iphany is one of the most important festivals in the Eastern
or Ortl;odox Church. It takes place on January 6th, and celebrates the
purification and naming of Christ [1061. The Ephiphany festival 1is
sometimes also referred to as the Baptism of Christ, but perhaps
'Naming' is a better description, so that the event is not confused with
the later baptism of Christ by John the Baptist which tock place when
Jesus was at the beginning of his ministry (Matthew, 4, 13-17; Luke, 3,

21-23). The origins of Ephiphany seem to lie in the second century as



Clement of Alexandria (t ca. 217) refers to the Gnostic sect of the

Basilideans observing this particular festival. According to F. L. Cross

the Magi played an increasingly important role in this feast until they
became second only to Christ and Mary (Cross, 1974, 281).

Using this information, plus that given previously concerning the
costume of the Magi, it would seem unlikely that Dimand was correct in
his interpretation of the scene as being the Adoration of the Magi. On
the other hand either of the other two events described above, 1i.e. the
Adoration of the Magi or the Presentation of the Child at the Epiphany,
would seem to be possible. It is unfortunate that not more of the scene

has survived, so that a more satisfactory conclusion could be reached.

g Compound Veave Textiles with Tapestry Insets

Reference has been made in various parts of this thesis to a small
group of compound weave textiles which have tapestry insets. It would
seem reasonable at this point, thefefore, to give some further details
concerning both the nature of these insets and the designs assoclated
with them. Four textiles have been included in this group, of which
three are now in the Royal Ontario Museum, while the fourth example is in
the Victoria and Albert Museun.
ROM 068.323.1 (14>, see fig. 147). This is one of the largest textiles
in this group and measures about 125 x 100 cm. The compound weave ground
was woven in red and dark blue and has a design of a stylised floral
pattern within connecting circles. There are quatrefoils in the
interstices. There are two tapestry" insets. The first inset is a
fragmentary square woven in blue and natural, which appears to have a

design of circles surrounding a central panel (shape unknown). The



circles have been arranged in groups of three and the two outer ones
enclose putti, some with wings. The centre circle contains a stylised
floral motif. The rest of the design has been destroyed. The second
tapestry inset is a long band which has a design of standing male figures
alternating with animals set within decorative roundels. The first man
carries a shield in one hand and what appears to be a spear in the other.
He is weafing a short tunic which appears to have long sleeves. The
second figure 1s similarly dressed, but he appears to be holding one,
possibly two staffs. The third figure is too fragmentary to distinguish
specific details. The animal between the first and second figure is a
lion. The other forms are too fragmentary to be identified.

ROM ©80.78.15 <28> (see‘fig. 230; 47.0 x 45.0 cm): The compound weave
ground of this textile has a design of rampant lions enclosed in a grid.
The tapestry inset is again.fragmentary, but it is clearly a square which
has an outer border enclosing stylised birds with outstretched wings and
a central design of two naked figures set within a roundel. Around these
figures there are vine leaves which come from the edge of the circle and
at their feet there is a vessel of some kind with a large oval mouth. On
either side of the vessel there are two animals which appear to be
stylised lions. In the interstices between the roundel and the square
there are small hares. The tapestry panel was worked in dark bluish
purple.

ROM ©70.364.9 <16> (see fig. 264; the largest piece is 50.0 x 33.5 cm):
There are only small traces of a tapestrybinset in one area of this
compound weave textile, Due to the. size of these traces it 1is now

impossible to be certain which design was originally being represented.



VA 243.1890 (71> (72.0 % 51.0 cm) and 780.1893 <76> (73.0 x 52.0 cm; see
fig. 79): Both of these textiles are on display and appear to make up the
two sides of a cushion cover of some form (See Chapter 11). It should be
noted however, that these pieces were not acquired at the same date and
there appears to be no information concerning their origin‘s. The
compound weave ground has a design of small stylised birds in ornate
vroundels worked in two shades of brown. Each of the textiles has two
tapestry squares set\ neaf a corded edge. The squares of 780.1803 are
woven into the background cloth. These have been worked in purple wool
with an intricate interlace design of circles which have been highlighted
in naturally coloured flax using a 'flying shuttle' or overlay technique.
The two squares on 243.1890 are somewhat different in that only one of
the squares is in purple and that has been sewn into the cloth, while the
other square, although woven into the »ground cloth, has been worked in
dark blue wool. Again the designs are of an intricate interlace design of

circles, highlighted by an overlay thread in natural.

h Voven Inscriptions

A small number of the conipound weave textiles 1included in the
catalogue bave woven inscriptions [107}. Unfortunately only one of these
pieces came from an archaeological excavation and the circumstances of
its discovery make it necessary to regard it as of a dublous terminus
ante quem date. It is possible, however, to give it a terminus post
quem date. The textile in question was found at Qasr Ibrim in Nubia and
has a  mirror image design which~ repeats the name of Allabh,

(80T/23, <55>, see fig. 122). It would seem reasonable therefore to



suggest that the Qasr Ibrim textile can be dated to no earlier than the
mid-seventh century A.D. [1081.

The unusual nature of the background weave (2/2 tabby weave), has
meant that several other textiles from the site have been classed with
this textile. Unfortunately all of these pieces are very fragmentary and
so far 1t has not been possible to reconstruct the design, or possible
designs, in a satisfactory manner (see figs. 114, 122, 13, 124).

Three of the other compound weave textiles with inscriptions are now
in the Victoria and Albert Museum, London (VA T.70.1034 <05>; 84,
84a.1937 <108>>, while the fourth pilece is in the Cluny Museum, Paris
(Cluny 22.481, <131>; figs. 285-286). All" of the inscriptions are in
Arabic, so again it would seem likely that they date from after the
widespread movement of the Islamic armies during the mid-seventh century
A.D. Unfortunately, apart from the Allah textile, the 1length and
condition of these inscriptions has meant that it has not been possible
to arrive at a satisfactory translation or interpretation of the
inscriptions.

Another source of information concerning these textiles lies in the
letter forms, namely Kufic (Schimnei, 1984, 3). The Kufic script was a
popular calligraphic form from about the seventh to the eleventh century
A.D. and may have been connected with the Iraqi.city of Kufa (ibid.).
There are numerous forms of Kufic but it would appear that the script
used for the VA T.79.1934 and Cluny 22.481 (fossibly originally from the
same textile), wés of the horned form which was in use during the eighth

and ninth centuries, but it should be noted that this identification is

not certain (109].



It could be argued that the comparison between a woven form and the
calligraphic styles associated with books, stone carvings, etc. are not
valid due to the different characters of the items. Other compound weave
textiles, however, of contemporary date, or of even earlier origin are
sufficiently curvilinear to indicate that the potential for weaving in a
more rounded form did exist during this period.

Apart, therefore, from being able to say that this group of textiles
belongs within the Islamic tradition, it would appear that comparatively
little can be said about the inscriptions or their appearance.

Vhen considering the weight, construction and fibres used to produce
these textiles, however, 1t is possible to suggest that some of them may
have originally formed part of a number of rugs or carpets of the zilu
type. The problems associated with this type of rug/carpet will be
discussed in the following chapter. As a result, therefore, I feel that
apart from mentioning the possible connection between these compound
weave fragments and the zilu form, it would seem unnecessary at this

point to present a detailed discussion.
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has been dated to the second-first centuries B.C. (Levi, 1941, 274.
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72 Female nudes and semi-nudes are much more common. For example, see
the dancing girls on an oval dish with a naked dancer, now in the
Valters Art Gallery, and a silver ewer with female figures now in
the Métropolitan Museum (Ghirshman, 1962, fig. 258; Harper, 1979,
no. 18, Met. Mus. 67.10). Male prisomers, who are often shown naked

in Egyptiah and Roman depictions, while prisoners in Sasanian

depictions are normaly clad.

73 Levi (1047), 363-365; Dunbabin (1078), no. 35, pl. XVI

74 Brown (1937), 9; Paterson (1966), 81-82, pl. III.

75 Various Classical writers refer to the presence of squirrels, but
they seem to have been regarded as pets, rather than animals
suitable to be hunted. Martial, BEpigrams V 37:13; Pliny, Natural
History, VIII 58:138; XI, 99:245. See also Toynbee (1973), 263.

76  Such depictions may also belong to the realm of symbolism, i.e. the

dead and dying lions representing. defeated kings or usurpers, etc.

(Harper, 1978, 33).

77  Spuhler (1978), 241, no. 147a; Ashton (1935), 26-39, pl. B.
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Ashton (1635), pl. B; Lamm (1037), fig. 20.
See Orbeli and Trever (1034), no. 45; Ghirshman (1962), fig. 258.
du Bourget (1971), 60, fig. 5, pl. 88; Volbach (69), figs. 4, 9, 32;

Beckwith (68), figs. 29, 62, 124.

Louvre A.0. 2194; Ghirshman (1962), fig. 94.

Compare for example the female figures in Harper (1978), 75, detail

of no. 25 (silver plate from Tehran Museum, 1333), and page 78, no.
25 (a silver dish now in a private collection).

See for example, a fourth century stone relief with nyriads now in
The Louvre (Anon, 1964), 77, no. 46, acc. no. E80.

My thanks to V. J. Vogelsang for the information about the Iranian

legend.

For an example of a Sasanian depiction of a flying horse example see

the so-called Dioskuroi or Sons of Zeus silver plate now in the

Metropolitan Museum of Art, New York (63.152; Harper, 1978, 42-42,

no. 8. Also Gignoux's work on Sasanian seals especially pl. VI

. 3.25, pl. VII, 3.33 (Gignoux, 1978). A winged camel is depicted on

a silver ewer now in the Hermitage Museum (Orbeli and Trever, 1935,
no. 49).

Another "spread eagle" compound weave textile is now in the Victoria
and Albert Huseum; London (T.124.1035 <101>; 35.0 x 16.0 cm). It
1s, however, very stylised and there is nobevidence of a child.

I have written to the curator of the Dumbarton Oaks Collection
concerning this point, but so far I have received no reply.

Various species of eagle weré mum@ified during the Pharaonic period
in Egypt, but it would appear that none were depicted on tomb

paintings etc. See Houlthan (1986), 140.
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See for example, Harper (1078)>, 149, seal no. 74.

See for example, Gignoux (1078, 4.110, pt. XV.

Roes (1934), 22; Amandry (1056), 155; Varren (1068) 120-144.

The coin was & silver stater from the Sicyan mint, which had a

chimera on oneé side and a dove On the other (Kraay, 1076, 98-99).

Robertson and Graham (1938), 284-290. For a discussion and short

1ist of Proto-Corinthian, Etruscan and Luristan depictions of

chimera-like animalé, see Roes (1934), 21-25.

For a description of these and other chimera mosaics, see Amandry

(1056), 155-161; Toynbee (1964, 7-14.

For example, an 1ivory plague now in the British Museum whicﬁ may

have been made in Constantinople (B 56, 6-23.2); a textile in the

Louvre Museum (Gu. 1230); a textile in the British Museum (Dalton
¥

1021, 6-23, 56.

James (19597, 66-67; 70.

Kendrick (1922), 64-65, noS 785 (723.1802), 786 (1103.1000). It

should be note& that there is also a very similar set of resist dyed

examples nOW in the Louvre Museum which are said to come from

Antinog and which have been given a third-fourth century date;

Rutschowskaya ¢n.d.>, 4, fig. 3. See also Birrell (1915), 104-109.

Isaiah, 1:3; Pseudo-K¥atthew, X1Vv; James (1955, 74; Hall (1979,

219.

Herrmann (1067), 61-68; Nordhagen (1961), 334. In footnote 07

reference 18 made to the Louvre, and Victoria and Albert resist dyed

hangings. In the VA example,.the.people depicted are named, so its
Christian origins are certain, similarly, the figures are named in

the Louvre example. The Victoria and Albert Museum example, however,
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represents a Christian scene, while the Louvre example has a pagan
scene. Nevertheless, the style and method of working are so
similarthat it would seem likely that they had been produced in the
same workshop.

Herrmann (1967), 64. ‘See also Chehab (1958), 46-50, pl. XXIII.

See Noll (1967), for some early Roman wall-paintings depicting
Christ as the Good Shepherd. In these paintings Christ is depicted
wearing a short, Roman-style tunic.

Matthew 2:2 simply describes the Magi as coming from the East.
Luke makes no reference to the presence of Magi at the nativity of
Christ. There 1is one other compound weave textile which includes a
figure wearing a Phrygiaa cap. The textile is now in the Keir

collection, no. T.23: Sphuler (1978), 241, no. 147b. The plece is

. very small and has been badly damaged, so it is now impossible to

say with what scene i% was originally associated. It should be
noted, however, that I am not suggeéting that the figure in this
compound weave textile also represents a Hagus.'

See for example, a relief from Nemrud Dagh showing a personification
of Antioch meeting Apoll>-Mithras (Ghirshman, 1962, 67, fig. 80).
See also Rostovtzeff (1938), pl. XVIII.

Vilpert (1894), pl. VII; Cabrel and Leclercq (1907-1953), vol. 2.2,
col. 2096. For a list of early representations of the Magi found
before 1930, see Kehref (1908-09); Cabrol and Leclercq (1931), 980-
1067. See also Testini (1879), 429—457, esp. 449-450, figs. 28, 29.
As an aside to this discussion concerning the garments of the Magi
it is interesting to note that during the Classical revival of the

Renaissance period in Europe, the Magi are often depicted as wearing
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contemporary costume (for example, Direr's painting, The Adoration

of the Magi, Uffizi Gallery, Florence). In other paintings
b4

however, they are shown wearing the ‘new' exotic, Eastern mode
’

pamely, Turkish style gowng and turbans (for example, Anon
*

Adoration of the Magi, late 15th century, Padua, Museo Civico
H

j1lustrated in Raby, 1082, 22).

Luke 2:21. This festival is sometimes confused with Candlemas which

takes place On Febuary 2nd and which is the purification of a mother

following the birth of a child in accordance with Leviticus, 12:1-4

These pieces do not include the compound weave textile now in the

Royal Ontario Museum which has an inscription painted onto the

cloth, see ROX 068.323.1 <14>.

The compound weave textile with Allah on it has the same background

weave structure as QI 64T/132 <A1>; 80T/103 <567; 80T/104 <57>.

See for example, Schimnel (1084), 3; Safadi (1978), 35, fig. 6.



