
nationalism interact with crystallizing templates for national attire will be glad of the
publication of these objects and the avenues that they and other objects in the book
present for future research.

These themes continue in the last chapter, “Politics and conflict”, which features
Yasser Arafat’s keffiyeh and Hamid Karzai’s distinctive silk chapan, among other
objects. Both keffiyeh and chapan are the work of nameless craftspeople, who prob-
ably worked in commercial settings. In keeping with the book’s focus on consump-
tion, the objects are discussed in terms of their use, which in these two cases is
highly charged. Several of the other objects, though, are emblematic of one of the
problems inherent in studying historical and contemporary craft and art, with an
emphasis on craft, and in this case, with an emphasis on production. Two works
from Sara Rahbar’s Flag series (2008 and 2014) respectively combine embroidered
and woven textiles from Iran, South Asia, and Central Asia with American flags.
Rahbar is a contemporary artist as much as a craftsperson and her work is probably
best understood within the paradigms of the international art market in the twenty-
first century. The inclusion of her work here is an interesting and smart choice,
revealing another role of textiles. However, the divisions it lays bare – between pro-
duction and consumption, art and craft, nameless artisan and famous artist – warrant
a longer discussion.

While outside the book’s main concern with consumption contexts, a glossary
would help most readers understand the meaning and significance of some of the
terms related to production: jacquard fabrics, tablet looms, countered-soumak weav-
ing techniques, and even ikat need more explanation. A glossary would also organ-
ize the prodigious vocabulary in different languages and regions Suleman has united
in this work, allowing other curators with similar collections to follow her lead. The
absence is partially mitigated by a substantial index including foreign terms and by a
bibliography of recent works.

While 200 objects may be a small fraction of the British Museum’s collection, it
is a very large number indeed for a single publication. The Fabric of Life covers an
admirable amount of ground – methodologically, chronologically, and geographic-
ally – and maps its wide territories with finesse.

Amanda Phillips
University of Virginia

YUKA KADOI (ed.):
Arthur Upham Pope and a New Survey of Persian Art.
(Studies in Persian Cultural History.) xxiv, 417 pp. Leiden and Boston:
Brill, 2016. E146. ISBN 978 90 04 30990 6.
doi:10.1017/S0041977X18000800

Kadoi’s edited volume, which gauges the impact of American Orientalist Arthur
Upham Pope (1881–1969) on the fields of Iranian art, architecture and archaeology,
joins an ever-expanding literature on the historiography of Islamic art and architec-
ture. Previous studies of Pope’s wide-ranging projects, inside and outside Iran, have
similarly measured their effects on the emergence, formation and development of
the interlinked fields of art, architecture and archaeology through their different con-
texts – in the field, the academy, the museum – and means of dissemination – various
forms of publication and exhibition – as well as their modes and points of
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intersection with the realms of commerce and politics (see the essays by Barry D.
Wood, Kishwar Rizvi, and Talinn Grigor in Kadoi’s introductory bibliography,
pp. 10–12). Such studies added necessary critical perspectives to earlier publications
that gathered materials on Pope’s biography, as well as that of Phyllis Ackerman,
Pope’s crucial partner in professional and personal life (Jay Gluck and Noël Siver
(eds), Surveyors of Persian Art: A Documentary Biography of Arthur Upham
Pope & Phyllis Ackerman (Ashiya, Japan, and Costa Mesa, CA: SoPA and
Mazda Publishers, 1996). Pope was hailed the “P.T. Barnum of Islamic art” by
Stuart Cary Welch († 2008) and styled a “fancy operator at some complicated
edge between scholarship, dealing and collecting” by Oleg Grabar († 2011)
(p. 4). Whatever one thinks about Pope’s intellectual abilities, character, and ethical
conduct – most authors in Kadoi’s volume sidestep these matters – nobody can deny
that he promoted the art and architecture of Iran, spanning 5,000 years, and
enhanced its visibility through study, collection, publication, and exhibition.

Pope’s first interests in the region are discernible in an exhibition of carpets he
curated at the Rhode Island School of Design where he taught Philosophy (until
1911). After teaching at University of California, Berkeley (until 1917), and
Amherst College (in 1918), his role as a professor ended. From 1920 onward, he
performed roles in art consultancy, working independently for clients and advising
institutions (e.g. Art Institute of Chicago, the Pennsylvania Museum of Art,
Philadelphia). The true watershed occurred in April 1925 when Pope made his
first visit to Iran and benefited from the serendipitous opportunity of lecturing on
Persian art before Reza Khan (1878–1944), Prime Minister and future Shah.
Pope’s concepts resonated with the Iranian elite and later with an evolving
Pahlavi-era nationalist ideology, especially in its instrumentalization of cultural
patrimony. The 1925 encounter precipitated a series of commissions and secured
privileged access to historical sites and resources. (Pope’s biography is addressed
throughout Kadoi’s volume. For the distilled vita, see Encyclopaedia Iranica, s.v.
“Pope, Arthur Upham” (Noël Siver)). A flurry of projects led and initiated by
Pope stemmed from that time, coinciding with those of other Americans and
Europeans who jockeyed for access to sites and collections throughout Iran.
Pope’s largest achievement in publishing, co-edited with Ackerman, was the multi-
authored, nine-volume A Survey of Persian Art from Prehistoric Times to the
Present (Oxford: Oxford University Press, 1938–39), whose chief value then as
now lay in its photography. (The subject of photography forms an illuminating
essay by Keelan Overton.) Despite these efforts, the “first start” in the study of
Persian art and architecture – spearheaded by Pope and others – had all but fizzled
out by the 1950s. Interest peaked again in the 1960s and 1970s.

Following Kadoi’s introduction, where she articulates emphases of theme and
approach in the volume, the fourteen essays making up A New Survey of Persian
Art are arranged under five headings: “Pope, Ackerman, and their peers”; “Arthur
Upham Pope: life and achievements”, “Curators, collectors, and art dealers: Pope
and Pre-Islamic Persian art”; “Curators, collectors, and art dealers: Pope and
Islamic Persian art”; and “Arthur Upham Pope: his legacy”. Resulting from a con-
ference convened at the University of Chicago in 2010, the papers introduce a var-
iety of valuable perspectives and much that is new. We form a good understanding
of the characters populating – and the life of – an unfolding field; the nature of its
manifold challenges, e.g. technological, logistical, financial; asymmetries between
the separate subfields of art history; and the early emergence of fault lines in the
discipline whether because of varying ideologies or personal relationships and rival-
ries. Though we learn something of Pope’s mental landscape and idées fixes, certain
themes could easily have been expanded, particularly his understanding of
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architecture and its history: which authors had he read, how he viewed monuments
and urban space, how his approach differed from that of his peers?

Kadoi clearly understands that while such exercises in historiography might be
interesting in and of themselves, they have much greater purpose if they can help
us identify persistent legacies in the formation and construction of a field, its
canon of objects, and recurring questions with an eye to recasting them. Through
archival work, several essays in the volume lay the groundwork to achieve this
goal, especially the two parts on curators, collectors, and art dealers in
pre-Islamic and Islamic Persian art. These case studies (especially essays by
Lindsay Allen, Judith Lerner, Yuka Kadoi, Kimberley Masteller, and Laura
Weinstein), add significant detail and texture to institutional histories, the growth
of collections, arrangements with the market, and interpersonal relationships.
These authors’ deep dives fulfil the editor’s mandate “to reassess the life and
achievements of Pope’s career in a holistic way” (p. 6). The only essay to confront
directly the question of Pope’s scholarly legacy is offered by Sheila Blair who
focuses on the interrelation between the Survey of Persian Art (1938–39) and its
age, and subsequent revisions to it over three editions.

The larger promise of such inquiries, gestured to in the somewhat ambiguous
second half of the title Arthur Upham Pope and A New Survey of Persian Art,
lies ahead. Further studies should hone in on Pope’s various legacies to consider
the reformation of the art historical notion of “Persian” art other than as a geographic
descriptor. It is also crucial to conduct future work by examining and assessing the
impact of Pope, among other Western scholars, on Iranian intellectuals whose work
and voices deserve greater attention.

David J. Roxburgh
Harvard University

JAROSLAV STETKEVYCH:
The Hunt in Arabic Poetry: From Heroic to Lyric to Metapoetic.
xi, 356 pp. Notre Dame: University of Notre Dame Press, 2016. $34.
ISBN 978 0 268 04151 9.
doi:10.1017/S0041977X18000770

The hunt and its protagonists, whether hunter or hunted, human or animal, have
always been recognized as an important theme in Classical Arabic poetry, but
this is the first full-length monograph to examine the theme in modern as well as
classical poetry. The poems analysed by Jaroslav Stetkevych range from the mu aʿl-
laqahs of the pre-Islamic period to the Ṭardiyyah of Muḥammad ʿAfīfī Maṭar
(1992). The book consists of a number of papers which have been published previ-
ously (mainly in the Journal of Arabic Literature), which have been amended as
necessary and supplemented by additional linking chapters in order to provide a
comprehensive treatment of the subject. The word “comprehensive” is applicable
despite the fact that there is no discussion of the centuries between the eleventh
and the twentieth, when the theme of the hunt was neglected by poets.

As suggested by its subtitle, From Heroic to Lyric to Metapoetic, the work is
divided into three parts. In Part I the hunt poem is seen as a thematic segment of
the pre-Islamic and early Islamic qaṣīdah. The hunter is portrayed as either heroic
or anti-heroic, depending upon the placement of the theme within the formal
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