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A Study on Islamic Human
Figure Representation in Light of a
Dancing Scene

Islamic decoration does indeed know human figures. This is a controversial
subject1, as many Muslims believe that there can be no figural art in an Islamic context,
basing their beliefs on the Hadith. While figural forms are rare in Muslim religious
buildings, in much of the medieval Islamic world, figural art was not only tolerated but
also encouraged.2
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The aim of this research is to develop a comprehensive framework for
understanding figurative art. This research draws attention to the popularization of the
human figures and their use in Islamic art as a means of documenting cultural histories
within Muslim communities and societies. Drinking, dancing and making music, as well
as pastimes like shooting fowl and chasing game, constitute themes in Islamic
figurative representations.3
Out of a number of dancing scenes. in particular, I have selected two examples
from the Seljuqs of Iran and Anatolia in the 12th‐13th. centuries.4 One scene occurs on a
ceramic jar (Pl. 1) and the other on a metal candlestick (Pl. 2).5 Both examples offer an
excellent account of the artistic tradition of the Iranian people, who since antiquity have
played an important role in the evolution of the arts and crafts of the Near East.6
The founder of the Seljuq dynasty, Tughril, took the title of Sultan in Nishapur in
1037 when he occupied Khurasan and the whole of Persia. In 1055 Sultan Tughril
entered Baghdad and occupied Iraq and Syria. His successor Alp Arslan (1063‐1072)
annexed Armenia and captured Anatolia. After defeating the Byzantine army at the
battle of Malzikert in 1072, the Seljuqs subsequently established an independent line of
kings, the Sultanate of Rum, with their capital at Konya. The triumph of the Seljuqs had
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far‐reaching effects in the history of Islam.7 It meant that the eastern Islamic world was
unified once more under a powerful dynasty, and that there was permanent settlement
of the Turks in western Asia.
Off all the periods in Iranian art, that of the Seljuqs roughly between 1050 and
1225, and particularly the second half from about 1150 to 1225, has the widest the
breadth of media. Broadly speaking the objects reflect a technical excellence and a
distinct artistic quality of this period. The patronage of the Seljuqs favored the
development of the arts, which were encouraged not only by the Sultans but also by
Emirs, the Atabegs, and the members of merchants’ families.8 The portable nature of
some small objects, which could be traded freely over long distances, encouraged the
spread of decorative fashions and styles. These became mediums of exchange within
the economic and cultural sphere of the Near East.9
Technological developments in Iranian ceramics, including wheel thowing,
opened up new possibilities in shapes and glazes. The shapes range from the ubiquitous
simple work bowls, which are often unglazed, to elaborately decorated water jugs
covered with various glazes. 10 In the art of metalworking, the most important
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innovation introduced by the Seljuqs was the technique of inlaying bronze and brass
vessels with gold and silver. Cast bronze vessels intended for everyday use were
manufactured and decorated with engraving, relief, and openwork.11
The art of this late Seljuq period is distinguished particularly by extensive use of
figural expression.12 The dancing scenes examined in this research were produced
approximately during the late Seljuq period. The first case is a ceramic jar coated with a
turquoise glaze whose body is richly molded with decorative designs. The body depicts
dancing women. The design shows six dancers joining hands below their breasts and
hiding parts of their bodies (Pl.1a). The figures stand against a floral background. The
dancers follow the curve of the jar body and then fall in a straight line. They are wearing
tunics; two armlets are carefully drawn on both forearms. Head covers vary from one
dancer to another. One of the dancers is wearing a turban with the two fluttering
ribbons of cloth (taylasan) hanging down in two long lines while the other has a halo
that is not quite circular. The legs are shown in profile and are bent as if they were
moving together to the left joining their hands. The dancers’ heads are turning
backwards, leaning slightly toward their shoulders.. Their faces are the fully‐rounded
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Iranian “moon face” celebrated in literature with unchanging features and painted
accordingly in manuscripts and on pottery. The eyes are straight lines topped by arcs,
the lines extending far beyond the arcs, as in a miniature painting. The nose is long and
the very tiny mouth is represented by a single inverted arc. The waving lines of the
body and clothing, such as the wide sleeve, accentuate the movement of the dancers.
The decoration balances figurative and abstract motifs.
The second example is a candlestick cast in bronze with traces of silver and gold
inlay (Pl.2a). The shape of this candlestick, with its concave body and decorated socket
contains three roundels which enclose representations of princes horseback‐riding. The
fitting of the horses once highlighted with gold inlay, is now barely visible. Between the
roundels are three dancing scenes, each consisting of five dancers standing with joined
hands and arms crossing over another. These dances wear long robes falling well below
the knees with a double lapel crossing over their breasts fastened by a very narrow belt.
Two decorated gloves are carefully engraved on both arms. The headdress has curious
triangles and three horizontal lines, emphasizing the separation between the headdress
and the robe. Dancers have haloes around theirs heads. The feet are in profile in the
shape of short pointed boots. Straight, strict engraved lines characterize the dancers’
performance and bodies.
There are two separate issues to be resolved in this discussion: first, the
different explanations accounting for the meaning of the dancing figures and second,
the historical and technical correspondence between ceramics and metalwork in
Khurasan and Anatolia in the 12‐13th. Centuries.
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First, let us turn to the explanation of the dancing scene13. Much has been
written on the meaning of figural representations in Islamic art. Umayyad palaces
abound with figural representations. By the Abbasid period there had been a reduction
in both scale and physicality in the use of figural representation, while the palaces of
the caliphs at Samarra had frescos of dancing girls.14 The shift happened in the art of
the Persian‐speaking world and, later, within Islamic principalities of India, the most
recognizable group of images contains representations of legendary heroes. In this
discussion I shall concentrate on portable arts that were highly developed in Islamic
material culture and display a similar decoration.
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The representations on the portable objects feature single and paired figures.
Figures are often grouped in cycles and contained within non‐figural decoration. These
representations are seldom accompanied by explanatory inscriptions. Where there are
inscriptions, they do not explain the figural representations they accompany but rather
indicate the general character of an image. Most figural images are explained as a part
of a princely scene.The candlestick depicts another form of entertainment: auspicious
animals appear with the dancing women on the rim, evoking the hunting pastime.
This note provides an important clue for explaining the dancing scenes which
depict the pastimes, especially the royal feast, as a way of indicating their imperial
status. Drinking, watching female dancers, and hunting are all recreations belonging to
this imperial cycle, which existed already in Sassanian art.

These themes were

developed further in the Umayyad, Abbasid, Fatimid and Persian periods to reflect not
only the etiquette of formal occasions but more generally to indicate royal celebration
of wealth, and cultural prosperity or political stability. However, it is not possible to
conclusively prove the meaning for the dancing scenes, since the contemporaneous
folklore which would explain them has been lost.15
Muslims have had different views about dancing. Throughout Islamic history,
there have been times of greater acceptance or rejection of dance. It is possible to
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suggest that dancing has been a part of Islamic folk ceremonial and royal ritual; in other
words these scenes provide a glimpse of a royal pastime.
Another issue concerns the artistic, technical and historical correspondence
between ceramic and metalwork in Iran and Anatolia in the 12‐13th. Centuries. In both
selected objects, the human figures in the dancing scenes are free and not intersected
by circles or medallions of different shapes. This composition is particularly suitable to
the idea of pleasure and dancing, which can be described as the rhythmic movement of
the body, usually to music and within given space, for the purpose of expressing an idea
or emotions, releasing energy, or simply taking delight in the movement itself. It is
notable that there is an effort to focus on the body movement with joining hands and
similarities in pose, despite the conservative performance and formalization of rhythm
in the Anatolian candlestick as though the dancers were armies in a princely scene. The
rhythm of the dancing figure on the jar has a freedom and lightness far removed from
the candlestick
It has been known throughout the ages, that techniques applied to ceramics
imitate those applied to metal partly because the former medium allows the ceramicist
a wide variety of technical freedom, and also because clay is cheap, thus permitting the
ceramicist to copy objects from more expensive media. By the Mongol invasion,
important technological changes occured in both ceramics and metalwork.

The

problem therefore raises the question of ceramic and metalwork typologies as well as
technological and economical factors in the Seljuq period. More significant is the fact
that, whereas potters had previously imitated the forms and decorations of metal
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vessels,16 the reverse occurred as both shape and design features of ceramic vessels
were imitated in bronze.17 However, the formalistic design of the dancing scene in the
Anatolian candlestick indicates that metalwork objects possessed greater prestige than
ceramic ones. Figural decoration does not seem to adapt according to the function of
the object it decorates.
If the conclusion that late Seljuq metalwork designs owe much to Iranian
ceramics is correct, then there are further questions to be clarified. The first is that
decorative pottery still held a dominant role within the minor arts in the 12th‐13th
centuries, and the second concerns the common style of decoration between the
Seljuqs of Iran and Anatolia and whether that influence was due to migration of
craftsmen18 For the time being it is best to leave the question open. If it does turn out
to be the case that pottery played a dominant role, it would still leave us with the
separate problems of the identity of craftsmen who designed and executed the
candlestick. That some were Iranian is, of course, to be expected in the artistic milieu of
the Sultanate of Rum.
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Pl.1. Ceramic jar, Molded, blue glaze,
Seljuq Iran, 12th Century, The
Metropolitan Museum of Art, 57.51.16
(gift DNC)

Pl.1a. Details “dancing scene” of
pervious ceramic jar, Metropolitan
Museum of Art, 57.51.16 (gift DNC)

Pl.2. Cast and turned bronze with traces
of silver and gold inlay, Seljuqs of Rum,
13th Century, dimensions: 20.5x19.4 cm
(8 1/16x 7 5/8 in.), Harvard University Art
Museums, Arthur M. Sackler Museum,
Department of Islamic and Later Indian
Art (2 December 2006‐30 June 2008)
349.1983 (private collection)

Pl.2a. Details “dancing scene” of
pervious candlestick, Arthur M. Sackler
Museum, 349.1983 (private collection)
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