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Abstract
Al-Wasiti was able to transcend the prevailing creative concepts that surrounded him within the borders of the 

Arabworld or the neighboring civilizations. He was concerned with the deep meaning of existence rather than what 
is on the surface. Thus, he entered the world of abstraction with complete faith and conviction considering beauty as 
a basic condition of life,since it is in its absolute form one of the attributes of God Almighty and is realized in what 
God created. The artist excelled in the use of calligraphy, color, engraving and decoration, and this was naturally 
reflected in painting as one of the types of plasticarts. The research aims to reveal the characteristics and artistic 
features of the miniatures depicted in Baghdad, including Al-Wasiti miniatures.
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Chapter One
Research Problem 
Several schools of art appeared and differed in their methods influenced by narrated stories of religion completed in 
the form of manuscripts that covered all aspects of social lifeand contained illustrated drawings called (miniatures).
They were considered as a kind of illustrative means that explain literary works. Miniatures differed in their 
methods, and methods of producing them in different artistic schools, as well as the difference in the place and 
period of their completion. In Iraq, some schools appeared including Baghdad School. 
Al-Wasiti (in Baghdad School) was able to transcend the prevailing creative concepts that surrounded him within 
the borders of the Arab world or the neighboring civilizations. He was concerned with the deep meaning of 
existence rather than what is on the surface. Thus, he entered the world of abstraction with complete faith and 
conviction considering beauty as a basic condition of life since it is in its absolute form one of the attributes of God 
Almighty and is realized in what God have created. The artist excelled in the use of calligraphy, color, engraving 
and decoration as well as painting. The research aims to reveal the characteristics and artistic features of the 
miniatures depicted in Baghdad School, including Al-Wasiti miniatures.

The importance of the research
Any scientific research in the field of Islamic arts that exists in Iraq is important because it includes historical 

documentation of these places, which are among the creations of Iraqi and Islamic civilization. Also, some of them 
lack a kind of accurate scientific studies that are concerned with the specificity of distinctive civilizational evidence.

Research Purpose
To reveal the form features of Al-Wasiti miniatures.

Defining Terms
- Aesthetics (Idiomatically): Plato sees it as “an objective phenomenon that has its existence, whether a person feels 
it or not, it is a set of characteristics, if present in the beautiful, it is considered beautiful, and thus the beauty in a 
thing varies according to the extent to which it participates in the ideals of eternal beauty. (1)
According to Aristotle: “The mind perceives beauty due to the presence of certain objective characteristics in the 
external object, or in the relationships between its parts, as a result of its dependence on a specific quantity and a 
specific system” (2)
Hegel defines aesthetics as: “It is what provides meaning to the artistic work by linking it to the totality of human 
choice with its individual and historical aspects” (3)
And (Majdi Wahba) defines beauty as: “That characteristic, or a group of qualities in a thing that gives clear 
pleasure to the senses, especially the sense of vision, or enchants the mind” (4)
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And (Ibrahim Mathkour) defines it as: “A feature that is noticed in things,and brings happiness and contentment in 
the soul” (5)
- Form (Idiomatically):(Herbert Reed) defines form as, "We will find a form as soon as there is a shape, and as soon 
as there are two or more parts combined together to make a visual arrangement. But when we talk about the form of 
a work of art, we may say that it is a (special) form in a certain way or that it is a form that affects us in a certain 
way.” (6)
As for Santillana, form is: “a collection of several elements, and the character of the form must be the way these 

elements come together.” (7)
While (Stollenz) defines form as: “The form controls and guides the viewer’s perception, directing his attention in a 
specific direction. The form arranges the elements of the work in a way that will highlight and increase its 
expressive value. The formal organization has in itself an inherent aesthetic value.” (8)

Chapter Two
"Aesthetics of Form in Baghdad School"
Features and characteristics of Baghdad School of Art:
The artworks of Baghdad School have embodied the spirit of the Arab-Islamic civilization in an integrated artistic 

way through the creation of a high-level artistic world with morphological and stylistic characteristics that have its 
own logic in painting a human, his clothes, colors and the surrounding needs, furniture and buildings, so that the 
artwork falls between what is identical with reality and what is idiomatic and symbolic, which gave this a moving
expression and within only two dimensions in which the forms appear, so the viewer sees them with all their details 
at once without the need to trace their lines, shapes and colors as if they were large murals. (9)
The Baghdad School of Arab and Islamic painting was distinguished by severalfeatures representing it, the most 
important of which can be summarized in the following points:
- Representing the human form according to the methods inherited from the ancient East, which do not treat the 
body with special care in terms of anatomy and perspective. It also does not give the true representation of nature; it
moves away from imitation in its simpleform. The artist tends to simplify these forms in drawings of trees, plants, 
mountains, and decorative pieces.
- Not following the rules of linear perspective and following the view of the (bird’s eye) (10), the artist supposes that 
the viewer could see the whole scene from above, so the place becomes visible from all angles at the same time, and 
the image has only two dimensions: length and width.
Related to the rules of perspective is the style of transparency that was followed in drawing buildings. So when 

painting a room they delete its front wall and it appears as two columns above which a roof extends, they also draw 
a door to indicate the wall, thus showing the entire interior of the room, and the same method is followed in painting 
the bottom of a river or the bottom of a well.
- Realistic representation of living things such as humans, as well as animals, especially horses and camels, despite 
the artist's tendency to represent things as he sees them in his mind.
- Combining two scenes from the story in one painting.
-painting the features of faces of Arabs with black beards in the drawings of people.
- painting the main characterin a piece that includes many people in a larger size and height, a method known in the 
ancient arts of Mesopotamia.
- Expression with the eyes and the use of fingers as it is used in speech.
- Representing the masses and diversity in drawing the conditions of people and their freedom.
- Drawing an aura on people's heads, either as a notice of thestatus of the person or to highlight the drawing of the 
face, or just for decoration.
- Excessively decorating clothes with geometric shapes, which are generally loose and with wide sleeves and straps.
- The tendency to use bright and distinct colors such as: golden, red, blue, green, black, ivory, pink and violet.
We also note that there are many prominent features that distinguished this school from other schools of Islamic art 
that established a true Islamic artistic identity, linking between realistic and real image formations while at the same 
time violating the apparent used rules.
The artists of this school dropped the rules of perspective by moving towards flatness, by relying on the dimensions 
of length and width, with no depth nor horizontal perspective. Interior scenes, which have become external scenes, 
can move in front of the viewer, isolated from any wall that separates them from his gaze. (11)
Accordingly, dealing with the rules of perspective in the works of this school came by modifying them, by shedding 
light on some elements of the painting and not others, or giving importance to parts in the work through space, color, 
density and tone, making it the first thing that the eye sees, with this approach the viewer feels the presence of the 
three dimensions without being tied to the rules of perspective. (12)
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"The Aesthetics of Form in Al-Wasiti Miniatures"
Al-Wasiti’s miniatures are considered amongst the most important historical documents that show us the 

scenes of daily life, and it is necessary to point out the strength of the style followed by this school, adopting 
methods that combined a true representation of the social aspects of their society with the strength of talent ability to 
extract the structure of these manifestations and represent them in a realistic form. (13)
These miniatures by Al-Wasiti (*) are characterized by a simple style that does not depend on the third dimension, 
but rather dependson length and width only, if the artist wanted to paint more than one scene in the painting, he 
would put them next to each other vertically and this is in fact one of the distinguishing features in the artworks of 
this school. (14)
The colors used in his miniatures are limited to a specific number, as the singular color acquires its importance 
through its relation to the surrounding colors, and the painted figures usually have large heads. Despite the 
unrealistic proportions, they are full of life and vitality. As for the faces, they are painted with a neutral expression 
that is hard to decipher, and the reliance on the movements of hands and bodies came as an expression of character.
(15)
One of the distinguishing characteristics of Al-Wasiti’s drawings is that he goes beyond the limits of the frame. His 
characters appear to be floating in the void, with a focus on the subject directly and the absence of a link between the 
elements in the painting, as well as the use of natural colors. The common features linking him to the Baghdad 
School are mainly summarized in the use ofthe decorative style to portray the world. Nature is reflected in their 
works in a decorative way, for example when Al-Wasiti depicts a palace or a building he does not care about the 
realistic visual reality of the palace or the building, Al-Wasiti, like the Baghdad School artists, does not draw the 
body with the correct anatomy nor the right proportions and may combine two scenes in one image. 
Al-Wasiti succeeded in being realistic, and in giving life to his images. Heexpresses all psychological states and is
able to distinguish between the various personalities. (16) Al-Wasiti suggests a formal equivalent to those stories. 
Relying on a personal interpretation and a vision, he expresses what the literary text was unable to express, and his 
drawings were a parallel interpretation of this descriptive expression. (17)
Al-Wasiti’s paintings were also considered a mirror that reflected the life of the Arab world in general and the lives 
of Iraqis in particular, with the accuracy of the paintings, the beauty of color and of shapes. His name was widely 
known among other artists at the beginning of the Middle Ages, and he became a leader of the Wasit School. (18)
Among the characteristics of the artist was that he exceeded the limits of the framework,his drawings did not adhere 
to a traditional external framework, but rather remained floating in space, and his focus was on the subject directly 
with the absence of a link between the elements in the painting, and the use of natural colors. (19)This mastery 
helped to keep his works safe from the damage that affects the illustrated manuscripts with time. (20)
Al-Wasiti used red, blue and yellow and emerald, olive green, yellowish green, cobalt and ocher, with different 
color values, as black and purple were used to outline elements of the image, except for some parts of the body such 
as the hands, fingers and facial features that are outlined with a special pink color. (21)
There is an important note about Al-Wasiti’s works, the faces he paints in a profile view carry sharp features and a 
sharp expression than other faces, which reminds the viewer of the prominent Assyrian sculptures in their shapes 
and forms. And when paints plants, he often draws leaves next to each other with a change in the direction of their 
placement in order to give them more vitality. He also pays so much attention to the way he paints animals with 
different shapes and placements. He also paints water as waves with fishes in a style close to Assyriansculptures. 
(22)
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What The Research Indicated
1. Baghdad School artists embodied the spirit of Arab and Islamic civilization in their works.
2. Baghdad school artists were distinguished by not paying attention to the rules of perspective.
3. The artists of this school moved away from the imitation of reality and ditched the rules of perspective by creating 
flat surfaces.
4. The miniatures of this school are characterized by a simple two-dimensional style.
5. Al-Wasiti's drawings exceeded the limits of the frame. His drawings were not restricted to an external frame, but 
rather remained floating in the void.
6. Al-Wasiti focused in his miniatures on the subject directly with very little linking between the elements in the 
painting.
7. Al-Wasiti's paintings are rich with primary colors (red - blue - yellow) and secondary colors.

Chapter Three
Research Procedures
Research Methodology
The researcher relied on the descriptive analysis method in analyzing the research samples.
The research community
After the researcher was informed of what was published and available from the pictures of the paintings related to 
the research community, the researcher was able to count her research community, which consisted of (93) 
miniatures in the Baghdad School and chose Al-Wasiti’s works.

Research sample
The research samples, which are (2) models by Al-Wasiti, were selected after being classified according to technical 
methods, as a model for these methods, and intentionally chosen for the research sample.

Research Tool
To achieve the goal of research and reveal the aesthetic form in the works of Al-Wasiti, the researcher adopted the 

indicators in the theoretical framework in which the theoretical framework ended as a tool for the current search for 
the analysis system, represented in the following:

Description / Analysis of the sample 
Samples Analysis
Model No. (1)
Title: Celebrating Eid al-Fitr (Maqama 7) from Maqamat al-Hariri, Baghdad - Iraq.
Artist's name: Yahya bin Mahmoud Al-Wasiti.
Production date: the third Abbasid era, 634 AH / 1237 AD.
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Dimensions: (243 mm * 261 mm).
Material: colored inks on paper.
ownership: National Library, Paris

Description
In the scene we see four horsemen on their horses, holding banners decorated with ornaments and Quranic verses, 
and five more banners in the background. The knights are accompanied by three musicians on mules and their 
musical instruments, two playing music ona trumpet, and the third, a drum. The two groups are placed in alignment, 
the horses and mules seemed to be alert to the movement, while the eyes of the knights turned in one direction. The 
model is free from background details, and the colors show a transparent harmony of yellow, brown, and gray

Analysis
The figure represents a festive occasion, the blessed Eid al-Fitr, and it gives a vivid and realistic look on daily life in 
the Abbasid era. The figure includes four knights on horseback and raising banners decorated with ornaments in 
their hands. The first front banner is distinguished by its large size, fringes, and beauty of its decoration. Two men 
appeared to their left, blowing two trumpets, and between them a drummer banging on two drums that had settled on 
the back of one of the mules. In the background of thescene, in a horizontal direction, we see five banners decorated 
with ornaments and Qur’anic verses. The Arab and Islamic features appear onthe celebrants in their entire 
appearances. The figures that make up the scene appear to be alert for a movement from left to right, and the scene 
shows a clear fusion of these shapes with each other.
The work is depicted in a realistic style. Al-Wasiti used various means to show the expressive values in the scene, 
such as rhythm and movement, to enhance the concept of movement and capture the large number of celebrants; As 
well as to portray the state of hustle that always accompanies such events to emphasize the importance of these 
religious and social practices and to preserve them, as if he wanted to document them in his work, and his role was 
to play the part of a camera.
He depicted the scene in a way that has a kind of style that is considered a departure from pure simulation, as the 
artist arranged the banners in the back as if it were a wall without showing us its holders or the method of assigning 
them on the ground. And this confirms that he has drawn it according to his imagination.
The scene included multiple partial details, such as the lines engraved on the banners, the inscriptions of turbans, 
musical instruments, and so on, realistic details that are considered to be important data. Despite the realism that he 
used to portray his subjects, he used two methods to represent the shapes within the scene. He made the human 
forms appear to be flatter than the animal forms, which were characterized by their closeness to the realistic picture 
in terms of proportions and anatomy. He attempted to show the emotional state of the characters, highlighting the 
characteristics of expressions on people’s faces, especially the musicians, which seem more expressive with their 
side vision, unlike the faces of the knights, who were not painted with a side view, but were drawn closer to the front 
view position and content with the movement of the eyes towards the musicians outside the scene as a directional 
indication of the imagined subject they are waiting for, and this indicates a lack of interest by Al-Wasiti with the 
realistic appearancein refusal to portray depth and replace it with superimposed structural levels that allow him to 
show the forms as an author of the scene. The artist deliberately presented people horizontally by painting the scene 
from a front view so we can see all the characters. The shapes appeared flat and on one line, all moving forward, 
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seeking to weaken their connection with the material, so the shapes appeared superimposed as if they were a set of 
arrayed images, and Al-Wasiti gives the recipient a sense of the place and the juxtaposition of the shapes, but he did 
not care about the depth and physical dimensions of them. We notice the same feature in old Assyrian art. It seems 
that Al-Wasiti was influenced by the Mesopotamian art style in painting people, in which he wanted to reach some 
sort of symbolism.The front view in which the rider was depicted carrying the large, fringed banner does not 
coincide with the side view in which he depicted the horse he was riding, and the necessity requires the rider to 
submit to the position of his horse while he was riding it, the same thing appears in the depiction of the eyes of the 
musicians, for their eyes appeared in frontal, although their faces were painted in a side view.
Al-Wasiti appears to be indifferent to perspective through the absence of a fixed center of view that determines the 
distance and the locations of people and shapes. What confirms his lack of interest in delusion of depth is also that 
he did not care about the chromatic perspective with the aim of flattening and trying to present distant shapes 
towards the surface of the image. And this isthe difference between Al-Wasiti and the artists of the Renaissance who 
adopted the physical perspective in their paintings. The thought that Al-Wasiti works with is an Islamic thought, and 
he is one who adopts absolute beauty, spiritual beauty, so reality can come in harmony with this goal which is to 
liberate shapes from the bonds of matter in a way that pushes them to the realm of the absolute, or the world of the 
unseen in which the soul is freed from its material form, butthis does not mean a complete severance from the world 
of matter, but rather a transformation of real forms by clashing them with abstract treatments based on mystical 
thought. Al-Wasiti made the imagined subject outside the figurative scene, and it was an attraction point to which 
the celebrants' eyes were drawn, giving the scene a general movement, through gestures and rhythms, moving from 
left to right, the scene acquired a coherent unity, so it seemed as if it was moving in a dynamic acceleration and 
continuity and with that Al-Wasiti gives the viewer a chance to follow his intuition or his inner senses.

Model No. (2)
Work name: In Sawa cemetery. From MaqamatAl Hariri, Baghdad - Iraq
Artist's name: Yahya bin Mahmoud Al-Wasiti.
Production date: Abbasid era, 634 AH, 1237 AD
Measurement: ___
Material: ink on paper.
Ownership: National Library, Paris, Article Arab 5847.

Description
The figure represents a group of people in a cemetery waiting for a deceased to be buried for in his final resting 
place. The faces of the men are filled with grief and sadness, and they appear with turbans and white clothes as an 
expression of mourning, while the women appear to be slapping their faces and striking their heads with their palms 
in grief. Three of them occupies the upper cornerfrom the right side of the piece while two of them pulled out in the 
lower left, and a crowd of men stand between the two groups. There are two domes facing each other that appear to 
be the gravestones, and they occupy the back of the scene. There arepalm tree fronds swaying to the left, indicating 
the presence of wind in the area. And we see the dead person being put in the tomb, whose hole appeared distinct in 
its black color, while a third person stood carrying a receptacle in his hand to illuminate the darkness of the hole for 
the two people.
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Analysis
The scene is one of the funeral scenes borrowed from the daily life of the community. His subject centers on the idea 
of death and the preaching and consideration it entails by reminding man of what his inevitable fate will be like 
(every soul will taste death). The scene is overflowing with a high emotional energy represented by the tragic 
expression embodied in the features of the people, which makes the recipient feel as if he is one of those present in 
this sad atmosphere, hears the screams of women and their wails and the murmurs of men and feels the longings of 
their cracked hearts.Al-Wasiti shows that he is not affected by the rules of perspective, he paints different forms in 
the same size, degree of color, and he was able through eye gestures and signs to give a view of moral connotations 
of influential dimensions, adding to it the psychological sides and the expected sad looks that the body of the 
deceased attracted which have become closely linked to it psychologically and transcendentally, governed by a 
mental conception based on invoking the realities of death and life and the fear of meeting one’s own destiny. And 
he painted the movements of the leaves to break the monotony and stagnation in the background of the scene as the 
contrast of the nature of the inanimate forms with the human forms. He painted the scene within a conceptual mental 
vision and used a perspective from an upper side, and this appears clear in the shape of the dome to the left of the 
beholder. while the right side whose base appears to be horizontal and compatible with the ground level, and the 
shape of the dome to the left of the beholder suggests the weak connection between it and the other shapes, which 
indicates that its representation in the scene is according to another time in a different angle. And what confirms the 
spiritual vision in depicting the scene is the method of superimposed levels that Al-Wasiti used to cover all the 
course of the event and show the crowd gathered around the deceased with details, and to fully highlight the faces of 
the in a quest to achieve a divine vision surrounding everything, this artistic method led to a conglomeration of 
people placed vertically in the middle of the scene, which led to the absence of space within the scene, and it seems 
that this is what Al-Wasiti sought by not leaving space in the painting,based on the Islamic view that suggests that 
void or nothingness does not exist in reality anyhow.

The Fourth Chapter
Results

The researcher reaches a number of results based on the foregoing study in the theoretical framework and analysis of 
samples, which are as follows:
1. The Muslim artist sought to depict the figures according to a decorative style and not to be limited to an ordered 
reality only, but as an imagined reality.
2. Through his graphic works, the artist emphasized the dialectical relationship between the world of material 
existence represented by realistic forms, and the abstract world of existence represented by geometric forms 
according to a Sufi vision.
3. The Muslim artist depicted successive vertical levels (overlapping) in his artistic achievement to capture the 
course of events.
4. The form of the presence of the body (human and animal) as well as the plant body, are main materials for the 
formations of the Muslim artist, and we find that these materials are present even in some symbolic works that try to 
get away from reality.
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