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The Ottoman bureaucrat and historian Mustafa ʿÂli 
(d. 1600) added a verse epilogue (zeyl) to his Menāḳıbı 
Hünerverān (Exploits of the Artists), which he complet-
ed in 1587.1 At the end of his text, the first biography 
dedicated to calligraphers in Ottoman literature and the 
only existing work on the masters of painting, illumina-
tion, and paper decoupage, ʿÂli notes that the last step 
(āḫiri kār) in the completion of a book is the joining 
(vaṣl) of the entire volume at the spine. As it was fitting 
to cite in the epilogue the name of a paper joiner who 
produces rarities (vaṣṣāli nādirekār), ʿÂli dedicates a 
piece of poetry to the vaṣṣāl Kalender Çavuş (d. 1616).

In his eulogy, ʿÂli provides invaluable information 
about the artistic identity of Kalender Çavuş as he 
praises his technical competence in joining and con-
serving sheets of paper, as well as his virtuosity in other 
aspects of the arts of the book. According to ʿÂli, Kalen-
der was also unmatched among equals in his skill as a 
bookbinder. His ability to join qiṭʿas (a single-sheet cal-
ligraphy, painting, or drawing), which he composed of 
colorful sheets of paper, resembles the rainbow across 
the face (i.e., page) of the sky. No one can discern the 
line where he attaches the sheets; the eye of the imagi-
nation perceives these as single pages. When he joins 
paper and leather, even the most discerning, those able 
to see the finest things, find no words to describe his 
work. God has bestowed upon him the arts of ḥalkār 
(illumination with varying dilutions and densities of 
gold) and zerefşān (gold sprinkling), as well as cedvel 
(framing) and pervāz (margining). Each of his knotted 
patterns in the margins surrounding the qiṭʿas “be wilders 
the viewer and binds a knot around the feet of  
the mind.” ʿÂli also mentions Kalender’s ability to  
mend torn pieces of paper with his preparations, just 

like the “sherbet of reunion revives the heartbroken  
beloveds.”2 

 Kalender, who was so praised by ʿÂli, a writer who 
rarely offers compliments, began his career as a royal 
herald (çavuş) at the imperial palace. The historian Sela-
niki (alive in 1600) notes that Kalender Çavuş was 
appointed as the trustee of Sultan Selim I’s endowments 
in late April/early May 1598 (evāḫiri Ramażān 1006). He 
also identifies him as steward at the Porte (ḳapu 
ketḫüdası) and cites him among those presented with 
robes of honor (ḫilʿat) after the trial and execution of a 
pasha who rebelled on February 7, 1600 (22 Rajab 1008).3 
The rank of ḳapu ketḫüdası is not only important within 
the hierarchy of the palace but also indicates that Kal-
ender enjoyed close ties with the palace eunuchs and 
inner palace pages. The contemporary historian 
Mehmed-i Rumi b. Mehmed (d. 1640–41) mentions in 
his Ṭārīḫi āli ʿOsmān (History of the House of Osman) 
that Kalender was a member of the corps of court ush-
ers, as well as a trustee of sultanic endowments in Istan-
bul. According to Mehmed, he worked as a keeper of the 
imperial purse (ḫarcı ḥāṣṣa emīni) for an extended 
period of time. Since officers of this rank served at the 
palace, Kalender mingled with the eunuchs of the harem 
(dārü’ssaʿāde aġaları) and other palace eunuchs and 
pages (aġalar) during this period, ultimately affiliating 
himself with the palace pages (ḳapu oġlanları). In partic-
ular, he earned the favor of the chief black eunuch  
el-Hacc Mustafa Agha (d. 1624), and, upon his recom-
mendation, was appointed as second treasurer 
(defterdārı sānī).4 Subsequently, when a building super-
visor (binā emīni) was needed in 1610 (1018) for the con-
struction of the mosque of Sultan Ahmed I (r. 1603–17), 
Mustafa Agha recommended that Kalender be desig-
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KALENDER’S ALBUMS FOR SULTAN AHMED I

Today we are familiar with Vaṣṣāl Kalender from his 
close association with the arts of the book—which ex-
ceeded that of a mere hobbyist—and from various sur-
viving works of art in his hand. The art of paper joinery 
consists of attaching pieces of paper to one another so 
as to mask the individual joints. However, vaṣṣāls also 
demonstrated their talents by restoring manuscripts 
and framing pages within a margin (pervaẓ) in order to 
enlarge them, as well as by designing books. This par-
ticular process is especially important in the production 
of albums, which combine independent calligraphies, 
paintings, and drawings (qiṭʿas) that differ in content, 
as well as dimension, style, and technique. Undoubt-
edly, the traditional principles of the arts of the book 
guided the artists who produced such album-books. At 
the same time, the creation of artistic collations that 
were otherwise unrelated to each other resulted in inde-
pendent, original works of design. In addition to intro-
ducing the artist and his work, the texts that Kalender 
placed at the beginning of his albums also present clues 
regarding this process of design. 

Three albums that were certainly compiled by Kal-
ender are known today, and some folios with stylistic 
and distinctive features attributable to him survived in 
other albums. Kalender composed these albums in 
almost identical format and style, though each contains 
diverse content, fulfills distinct purposes, and is the 
result of different processes of production. These three 
albums, which have approximately the same dimen-
sions, contain prefaces written in the naskh script that 
each directly address the contents of their respective 
volumes. 

The motifs and colors of the illuminations at the 
beginning of all three album prefaces relate to those of 
a tughra (calligraphic monogram) of Sultan Ahmed  
I that was signed by Kalender and appears at the begin-
ning of the Fālnāme (Book of Omens), his final work  
(fig. 5). The stylistic similarity between the heading illu-
minations of the prefaces and the tughra suggests that 
they are all by the same artist. While the overall concep-
tion of motifs and colors is almost identical in all of the 
works, they are designed differently. The gold wash 
(ḥalkārī) decoration in the margins, which at times are 

nated financial supervisor of construction (ḥāfıẓı māl). 
In November 1614 (Shawwal 1023), when Kalender was 
eagerly carrying out the duties of these posts, the vizier 
Yusuf Pasha died and Kalender inherited both his vizier-
ate and properties.5 He died two years later and was 
interred in the garden of the Atik Ali Pasha Mosque.6 
Mehmed concludes his narrative of Kalender Pasha by 
noting that he was not only moderate (muʿtedil) and 
abstinent (perhīzkār) but also an unequaled paper 
joiner (vaṣṣālī) and bookbinder (mücellid).7 

The artist’s name (or perhaps his sobriquet) implies 
his association with antinomian dervish groups. Besides 
the reference to his skill as an artist, a verse in ʿÂli’s 
above-quoted poem, which defines him as a mine of tal-
ent (ḳānı maʿrifet), could be understood—albeit indi-
rectly—as related to the ability to know God with the 
heart’s eye on the path to Sufism.8 The metaphor of the 
crescent moon as Kalender’s earringed slave, in the sec-
ond hemistich of the same couplet, brings to mind the 
earrings worn by dervishes.9 Furthermore, Mehmed b. 
Mehmed’s description of Kalender as “abstinent” 
(perhīzkār), an adjective connoting self-restraint and 
avoidance of sin and sexuality, suggests Kalender’s pref-
erence for celibacy (mücerred). According to Bektashi 
tradition, celibate dervishes wore heavy, metal earrings 
in the shape of horseshoes or rings after their ears had 
been pierced during special ceremonies. These earrings 
were signs of celibacy in line with certain Bektashi der-
vishes and clergy, allegedly including Hacı Bektaş and 
Balım Sultan (d. 1516).10 Mehmed b. Mehmed’s indica-
tion that the young Kalender was a learned/wise bābā 
among the court novices (cümlenüñ ʿizālarında bir 
bābāyi ʿālim) also implies his association with the cel-
ibate Bektashi bābās, the high-ranking dervishes whose 
organization was most likely founded after the 1550s.11 
These subtle intimations bring to mind Kalender’s Sufi 
affiliations. It is still impossible to establish which Sufi 
order Kalender Pasha may have belonged to, if any, but 
three factors suggest he may have been a Bektashi: first, 
the Bektashi order had been recognized to some extent 
at the Ottoman court, particularly after the sixteenth 
century; second, within the army, the janissaries had 
special connections to the Bektashis; and, finally, “Kal-
ender” was commonly used as a name and sobriquet 
among the Bektashis.12 
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illuminated designs. Most of the motifs are executed in 
paper-joining technique, which appear almost like col-
ored drawings. Kalender masterfully hides the seams of 
the attached split-palmettes with gold lines, demon-
strating the laudatory comments of Mustafa ʿÂli in his 
eulogy: “No one could possibly detect the joinings / Even 
the most visionary eyes would think it a single piece” 
(figs. 3–6 and 15).13 His command of geometry (hendese), 
underlined several times in the preface of his calligra-
phy album, H. 2171 (see Appendix I for the facsimile, 
transliteration, and translation), examined below, must 
have shaped his highly original compositions. These 
designs are at times arranged at an angle to evoke a lay-
ered sense of dimensionality. Kalender made every 
effort to vary his layouts by paying particular attention 

dyed brown, maroon, green, blue, or dusty rose, features 
large vegetal and floral motifs in the rūmī and ḫaṭāʿī 
styles. They also incorporate serrated leaves, at times 
placed in cartouches. The distinct decorative vocabu-
lary and style function much like a signature, as if to 
announce that the entire marginal design is the work of 
Kalender. The same technique and motifs are also evi-
dent in the full-page illuminations. Inspired by the 
designs of book covers, they were inserted into the 
opening and concluding sections of the manuscripts 
and occasionally throughout the volume (figs. 1 and 2). 
Some of these full-page decorations, which incorporate 
enlarged geo metric patterns—often composed of inter-
locking circles—and split-palmettes, constitute Kalen-
der’s original contributions to the repertoire of Ottoman 

Fig. 1. Opening page of the Ahmed I Album. Topkapı Palace 
Museum Library, B. 408, fol. 1a. (Photo: courtesy of 
the Topkapı Palace Museum Library)  

Fig. 2. Closing page of the Fālnāme. Topkapı Palace Museum 
Library, H. 1703, fol. 41b. (Photo: courtesy of the Topkapı Pal-
ace Museum Library)  
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Fig. 3. Opening page of the calligraphy album. Topkapı 
Palace Museum Library, H. 2171, fol. 1a. (Photo: courtesy of 
the Topkapı Palace Museum Library) 

Fig. 4. Closing page of the calligraphy album. Topkapı Palace 
Museum Library, H. 2171, fol. 73b. (Photo: courtesy of 
the Topkapı Palace Museum Library) 

Fig. 5. Opening folios of the Fālnāme. Topkapı Palace Museum Library, H. 1703, fols. 1b–2a. (Photos: courtesy of the Topkapı 
Palace Museum Library) 
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prefaces, which elucidate the relationship between an 
Ottoman compiler-artist and his work, as well as his 
relationship to the content and function of the albums. 
More specifically, these prefaces offer insight into Kal-
ender’s identity as an artist. 

A CALLIGRAPHY ALBUM  
FROM KALENDER’S COLLECTION: H. 2171

The first of these albums, all of which are preserved in the 
Topkapı Palace Museum Library, contains calligraphies 
that most likely belonged to Kalender’s own collection 
(H. 2171 [see Appendix I]).16 In his poem, Mustafa ʿÂli 
mentions Kalender’s passion for collecting, his peerless 
holdings of qiṭʿas, and his extravagance in supporting ar-
tistic talent.17 Kalender’s interest can allegedly be traced 
back to the 1580s, when collecting, particularly samples 
of calligraphy, was popular among Istanbul’s intellec-
tual elite. Many passages in the Menāḳıbı Hünerverān 
demonstrate how these single-sheet calligraphies and 
paintings were highly esteemed by “men of refinement,” 
including Sultan Murad III (r. 1574–95), his chief white 
eunuch, Gazanfer Agha (d. 1603), and his tutor and chief 
mufti, Hoca Saʿddeddin Efendi (d. 1599).18 The album 
of calligraphies that Kalender presented as a gift to the 
sultan contains works by various celebrated calligra-
phers mentioned by ʿÂli. Among these artists were the 
Iranian calligraphers Mir ʿAli (d. 1544) and Sultan ʿAli 
(d. 1520?), whose qiṭʿas, according to the author, were 
prized among the collectors of Istanbul at the time he 
completed his work in 1587.19 In addition, works by qutb 
al-Din Muhammad Yazdi and ʿ Abdallah Kırımi (d. 1590) 
specifically indicate Kalender and ʿÂli’s common in-
terest, taste, and knowledge in the art of calligraphy  
(fig. 7). ʿÂli stresses the importance of these two artists, 
both for their skills and their erudition in the history of 
the calligraphic arts, which were of great benefit to him 
while he was writing his book. qutb al-Din Muhammad 
Yazdi was the most important inspiration for ʿÂli; they 
met in 1585–86, when ʿÂli was the finance secretary in 
Baghdad. ʿÂli spent many days and nights with him, 
and, upon his suggestion, qutb al-Din wrote a treatise 
on fifty masters of the naskh and nastaʿlīq scripts. ʿÂli 
apparently owned a copy of this treatise, which he 

to detail. The artist also placed tiny squares and rectan-
gles of different colored papers in the frames surround-
ing the specimens (figs. 3, 4, 7–11, 13–17, and 19).14 It is 
highly possible that he was also responsible for the 
bindings of his works. Two manuscripts (H. 2171 and H. 
1703) were rebound at the Zü’l-vecheyn Library, founded 
at the Yıldız Palace during the reign of Abdülhamid II 
(r. 1876–1909). The bindings of albums B. 408 (see 
Appendix II for the facsimile, transliteration, and trans-
lation) and B. 409, on the other hand, are almost iden-
tical, except for some motifs used in the frames on the 
outer covers.15 Their similarity demonstrates that they 
are the work of a single artist, most likely Kalender, 
whom the aforementioned Mehmed b. Mehmed iden-
tified as a bookbinder. 

All three prefaces are addressed to Sultan Ahmed I 
and all but one are authored by Kalender, who dedi-
cated them to his royal patron. After briefly introduc-
ing the three works, I will focus in this essay on the 

Fig. 6.  Decorative page from the so-called Bellini Album. 
The Metropolitan Museum of Art, Louis V. Bell Fund, 1967 
(67.266.7.1v) © 2013. Image copyright The Metropolitan 
Museum of Art/Art Resource/Scala, Florence. 
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seurship and skills, as well as his command of the art of 
drawing, proportion, and geometry, all prerequisites—
as emphasized in the preface—for his new assignment 
as building supervisor.21 

The calligraphy album, which measures 48 by 34 cen-
timeters, includes seventy-three folios. It contains chap-
ters and verses from the Koran, samples of hadith and 
poetry executed in different styles by Ottoman and Ira-
nian calligraphers, and paper decoupage writings by the 
legendary Ottoman artist Fahri of Bursa (d. ca. 1610). 
Kalender’s formal and conceptual arrangement openly 
mirrors his knowledgeable and diligent approach to his 
work as an album designer. The layout of the pages, 
clearly inspired by sixteenth-century Safavid examples, 
is designed in Kalender’s personal style. He encloses the 
qiṭʿas with his typical frames, which consist of variously 
colored papers cut into very small squares and  rectangles 

sometimes quoted and sometimes compared with other 
sources. It is highly probable that ʿ Âli and Kalender had 
many conversations concerning qutb al-Din’s merits. 
Mevlana Abdullah Kırımi, known as Tatar Katib, was 
one of the salaried scribes at the Ottoman court and 
also a respected calligrapher, who provided ʿÂli with 
information on the artists of fine writing.20 In other 
words, the album’s content sheds light on Kalender’s 
connoisseurship and collection. It reveals his interest 
in Timurid, Safavid, and contemporary Ottoman cal-
ligraphers, as well as the availability of these works on 
the Istanbul art market in the late 1500s. 

This was probably the first album that Kalender pre-
sented to Sultan Ahmed I, as a token of gratitude for his 
appointment as the financial building supervisor of the 
sultan’s mosque, under construction at the time. The 
way he assembled the album demonstrates his connois-

Fig. 7. Two pages from the calligraphy album, with calligraphies by Abdallah Kırımi (right, dated 1589–90 [998]) and by 
qutb al-Din Muhammad Yazdi (left [middle], dated 1580–81 [988]). Topkapı Palace Museum Library, H. 2171, fols. 25b–26a. 
(Photo: courtesy of the Topkapı Palace Museum Library) 
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sequently reappointed several times. Apart from com-
posing poetry under the penname Kemālī, he wrote and 
translated many historical and religious works, includ-
ing some in Arabic.24 Based on the years he first held 
the office of chief judge of Rumeli, the completion of 
Kalender’s album can be attributed to sometime 
between April and October 1612.

As Kalender authored the presentation texts of his 
subsequent works, Album B. 408 and the Fālnāme, his 
decision to have a reputable statesman and literary fig-
ure compose the preface of this first known work—
which relates it to another Ottoman literary genre, 
taḳrīẓ (a eulogizing preface by an important literary fig-
ure for another writer’s book)—suggests Kalender’s 
desire to remain anonymous and have someone else 
laud him and his work.

The author of the preface recounts that when the art-
ist (Kalender) completed his work, he was asked to com-
pose a foreword (dībāçe) to describe the album and 
praise the sultan. Allegedly, the author first declined, 
asserting his inadequacy in the art of poetry and com-
position and his inability to produce anything worthy 
of the sultan.25 Yet Kalender refuted his excuses, 
reminding him that he had executed several works of 
prose and poetry for the sultan, most of which he had 
admired, and that he had bestowed various gifts upon 
him in return.26 

The preface follows the Timurid and Safavid models, 
first praising God, the Prophet Muhammad, and ʿAli, 
and then Sultan Ahmed I.27 The author then proceeds 
to relate the story of the album’s production, a biogra-
phy of its compiler, and a summary of the book’s con-
tents. In invoking God, the author refers to Him as the 
creator of the divine pen that wrote on the Preserved 
Tablet (Levḥi Maḥfūẓ) “all that was and would be” on 
His order. The creation of the universe is likened to the 
act of album compiling, using terms from the practice 
of album making: “[He] joined (vaṣl u ilṣāḳ) this subtle 
page (ṣaḥīfei laṭīfe) [i.e., the Preserved Tablet] to the 
folios and layers of the celestial spheres (evrāḳ u aṭbāḳi 
eflāk). Together with the rays of light from the sun and 
awe-inspiring colors and ornate design of the stars, this 
beautiful album (muraḳḳaʿı zībā) [i.e., the universe], 
which fascinates painters and decorators, who are inca-
pable of producing anything like it, was created.”28 

and mounted into the frames, at times diagonally. These 
frames sometimes consist of decorated paper strips (fig. 
7). The rather large margins are also in his characteris-
tic manner. In addition to his regular gold wash deco-
rations on brown, maroon, beige, or dusty pink papers, 
he also uses marble papers to surround the calligraphic 
samples and pages from manuscripts. Kalender opens 
and closes his volume with almost identical full-page 
decorated papers. With their bold, almost psychedelic 
circles, these illuminated pages affirm Kalender’s orig-
inal contribution to Ottoman design (figs. 3 and 4). The 
circular medallions consist of thin strips of cut paper, 
demonstrating his skill in the art of vaṣl, which involved 
cutting and pasting, as well as joining papers.

The first fourteen folios of this album are from the 
Koran, except for fol. 9a, which features a text on the 
art of calligraphy. Before the preface (fols. 17b–23b), Kal-
ender inserted three decorated pages as a buffer 
between the word of God and prosaic introductory 
text.22 Starting on folio 24a, facing pages are governed 
by certain complementary formal principles. Most of 
the facing pages are designed in relation to one another, 
with one side including samples of taʿliq or nastaʿlīq 
script while the other includes naskh or thuluth, thus 
pointing to a certain visual principle used in designing 
the bi-folios (fig. 7). This visual rhythm is applied almost 
throughout the entire manuscript, attesting to Kalen-
der’s sensitive and conceptual approach to displaying 
his collection. 

The preface, between folios 17b and 23b, is written in 
a clear, voweled naskh hand and decorated with gilding 
between the lines. The text was written by the then-cur-
rent chief army judge (kazasker) of Rumeli, who, among 
all the learned class, was valued and distinguished by 
the sultan.23 The author does not give his name, but he 
begins the qaṣīda at the end of the preface with his 
sobriquet, Kemālī—the penname of the prominent 
statesman and scholar Taşköprizade Kemaleddin Efendi 
(d. 1621). As a member of the celebrated Taşköprizade 
family, the preface’s author was educated under distin-
guished teachers and worked as a professor at some of 
Istanbul’s main madrasas. After holding judgeships in 
various important cities, he was several times appointed 
chief judge of Anatolia and in April 1612 (Safar 1021) 
became chief judge of Rumeli. His first term there ended 
on October 25, 1612 (29 Shaʿban 1021), and he was sub-
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responded that “no one among the sultan’s servants was 
more suitable for that great duty, for he [Kalender 
Efendi] was intelligent, perceptive (ṣāḥibi zekā vü fiṭnat 
ve ehli kiyāset ü firāset), and experienced (umūrdīde ve 
kārāzmūde).” Furthermore, [Kalender] “was skillful in 
the science of geometry and capable of inventing all 
sorts of designs, images, and drawings (īcādı envāʿı 
ṭarḥ u ṣuver u rüsūma ḳādir).” The agha recognized that 
all those skills qualified Kalender as a perfect paper 
joiner and album-maker among his colleagues in both 
the Ottoman lands (Rūm) and Iran (ʿAcem).34 The 
author uses this laudatory language, voiced through 
both the sultan and the agha, to offer his own praise for 
Kalender. He also states how important being knowl-
edgeable in geometry is for the arts of the book and 
album compiling. Given the Ottoman elite’s apprecia-
tion of Persian literature and visual arts, Kemaleddin 
Mehmed Efendi’s reference to Iranian album making, a 
popular Timurid and Safavid practice, evokes a com-
mon intellectual tradition. However, he compares Kal-
ender to both Iranian and Ottoman (Rūmī) artists, 
suggesting that the two traditions were equally impor-
tant.

 In the next section, Kemaleddin Mehmed Efendi 
focuses on the album’s content and on Kalender’s 
intent. He underlines once again Kalender’s aptitude in 
geometry and construction, but identifies the sultan’s 
fondness for fine calligraphy as the main reason for the 
creation of the work. The ruler also enjoyed “the subtle-
ties of design and depiction and his noble heart was 
inclined to exquisite books and charming albums.”35 
This comment is not a mere tribute to Sultan Ahmed I; 
in fact, his fondness for perusing the albums in his 
library is attested by the notes he wrote in two of the 
Topkapı Palace albums.36 The author continues, 
remarking that considering the sultan’s inclination, “his 
abovementioned servant [Kalender] collected innumer-
able examples of calligraphy by ancient masters and 
depictions and designs done by painter-designers from 
Cathay and China, joined them by the art of paper join-
ing (ṣanʿatı vaṣṣālī), and created an album in an excel-
lent manner (ṭarzı ḫūb) and novel style (bedīʿü’lüslūb) 
to present as a gift to the royal court and to his Maj-
esty.”37 The author defines the completed work as a 
wondrous album (muraḳḳaʿı ġarīb) of amazing style 

The author’s praise for Muhammad is also peppered 
with references to the pen, further strengthened with 
verses from the Koran.29 Then, following the Persian 
tradition of album prefaces, he mentions ʿAli as the 
leader (pīşvā) and exemplar (muḳtadā) of all calligra-
phers, especially in the Kufic script.30 After citing the 
calligraphers who follow their patron saint ʿAli in cre-
ating fine writings that “delight the eyes of the connois-
seurs (erbābı maʿārif and merdi ʿārif) and in inventing 
new styles,” the author underlines the value of the mas-
ters of album compiling (üstādānı muraḳḳaʿ sāzān) and 
their contribution to the conservation of art: “album 
makers save and protect those attractive writings from 
withering and getting scattered and lost overtime.”31 
The preface author implicitly refers to Kalender’s cal-
ligraphy album for Sultan Ahmed when he writes: “They 
gather and join the beautiful qiṭʿas together, arrange 
(tertīb) and decorate (tezyīn) them with designs and 
paintings in gold wash (naḳş ü nigārı ḥalkārī), and 
make them gifts for the royal assemblies (mecālisi 
selāṭīn) and for the splendor of the library (kütübḫāne) 
of the just sovereign.”32 Then the author turns to the 
Ottoman sultan, whose royal assembly and library were 
the destination of the very album for which he was com-
posing a foreword. After a lengthy section devoted to 
the praise of Sultan Ahmed, both in prose and in verse, 
he introduces the story of the album, in a historical-nar-
rative style that is largely structured as a series of dia-
logues: through the communications between the 
sultan and the chief black eunuch el-Hacc Mustafa 
Agha, as well as between the artist and the composer of 
the preface, the album’s inception, intention, and con-
tent are described, as are Kalender’s skill and merits. 

According to the text, “when it occurred to the sul-
tan of the world to have a heavenly mosque built in a 
pleasant part of the city,” he summoned el-Hacc Mus-
tafa Agha, stating that “it was necessary to appoint from 
among the servants of his imperial palace a superinten-
dent for that solid and strong building. According to the 
sultan’s royal mind, the appointment was most suited 
to the second treasurer, Kalender Efendi, a trusted man 
and a man of the arts (ṣāḥibi emānet ve merdi hüner), 
knowledgeable in matters of construction (aḥvāli bināʾ) 
and the science of geometry (ʿilmi hendese), and aware 
of every craft (her kārdan āgāh).”33 Mustafa Agha 
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by Ottoman artists, except for a few of Iranian and Cen-
tral Asian provenance. 

The album has only a few examples of calligraphy, 
including pages from manuscripts. Except for two pages 
in the beginning, the calligraphy examples consist of 
Persian couplets with mystical and romantic content, 
written in the nastaʿlīq script.42 The first of these is sep-
arated from the preface by an illuminated page (fig. 1) 
and contains the traditions of the Prophet Muhammad 
(fol. 5b). Kalender obviously regarded this page as 
important since he placed it opposite a page featuring 
verses from the Koranic chapters al-Aʿraf and al-Baqara, 
hadith, and a saying of ʿ Ali (fol. 6a). This seems unusual 
at first glance, especially in view of its unsophisticated 
quality. Sultan Ahmed’s signature provides an explana-
tion for this rather unexpected placement.43 The rest of 
the calligraphies are scattered among the pages with 
images, mostly displayed on separate folios. Pieces from 
certain calligraphers, such as the legendary Timurid/
Safavid calligrapher Shah Mahmud Nishaburi (d. 1564), 
were evidently considered more valuable than others. 
The layout of the folio, featuring the opening page from 
a copy of the Būstān (Orchard) of Saʿdi (d. 1291), is 
designed in an unprecedented manner, with paper-cut 
frames and concentric roundels surrounding the text 
block (fig. 8).44 In addition, certain Ottoman calligra-
phies were differentiated by being mounted on elabo-
rately designed folios. For example, Kalender seems to 
have prioritized the mystical works of Derviş Receb 
Rumi, who was perhaps also a distinguished friend. All 
but one of his qiṭʿas are displayed alone and feature two 
different margins.45 One qiṭʿa, combining Persian and 
Arabic hemistiches, is surrounded by an extraordinary 
frame that displays Kalender’s proficiency in the art of 
vaṣl, this time joining cut sheets of paper with leather 
(fig. 9).46 This frame, which is reminiscent of wood 
inlaid with precious ivory sheets, is unique in the 
album.47 

Another work, by Katib al-Sultani Emir Mehemmed 
Emin of Tirmiz, a court scribe, includes a dedication to 
Kalender: “Written for Kalender Efendi, Long may he 
live” (bijihati Ḳalender Efendi, ṭāla ʿumruhu nivishta 
shud) (fol. 12b).48 This note is highly unusual in the cal-
ligraphy tradition not only because it addresses a spe-
cific owner/patron, Kalender, but also because it 

and design (üslūb u ṭarḥi ʿacīb), thus praising the arts 
of gathering and joining, which would certainly “bewil-
der and astound the minds of the masters” (ʿuḳūli 
üstādān ʿ āciz ü ḥayrān olmaḳ muḳarrerdür).38 The focus 
on the informative quality of the album, consisting of 
the works of renowned calligraphers and painter-
designers, points to the importance placed on its 
di dactic function in fostering a certain taste and 
connois seurship. In fact, a similar assertion is stressed 
in the preface written by Kalender himself in his other 
work, the album of Ahmed I, to be discussed below. In 
the case of the calligraphy album, the elegance of its 
decoration and paintings are described as evocative of 
the image of the beloved (nigāri maḥbūb), who is 
“adorned with varyingly embroidered (münaḳḳaş) gar-
ments and is decorated and jeweled (müzeyyen ü 
muḥallā) with heart-attracting gems (ḥilye vü cevāhiri 
dilkeş).” The author once again applauds the art of join-
ing the pages of the album.39

After the story of the composition of the preface, 
which I analyzed above, the text concludes with a 
qaṣīda and prayers dedicated to Sultan Ahmed. 

A COMPILATION OF QIṬʿAS FROM THE ROYAL 
COLLECTION: AHMED I ALBUM, B. 408

Kalender’s next album with a preface is called “The 
Album of the World Emperor Sultan Ahmed Khan,” as 
stated in its illuminated heading (see facsimile in Ap-
pendix II).40 At 48 by 35 centimeters, this thirty-two-
folio album is almost identical in size to the previous 
one and retains its original binding. Even though the 
binding was restored at an unknown time, folios 12 and 
25 are damaged, most likely due to the copper content 
of the green pigment of their margins; they are also de-
tached from the binding and torn along their edges. An-
other five pages are reattached to the spine with strips 
of paper (fols. 23, 24, 26, 28, and 31).41

Like Album H. 2171, with respect to the overall design 
of its pages, this work also recalls sixteenth-century 
Safavid examples. It comprises calligraphic specimens, 
paintings, and drawings, which, according to its pref-
ace, were given to Kalender by the sultan to gather in 
an album. Both the calligraphies and images are mostly 
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Fig. 8. Page from the Ahmed I Album, with calligraphy by 
Shah Mahmud Nishaburi. Topkapı Palace Museum Library, 
B. 408, fol. 22a. (Photo: courtesy of the Topkapı Palace 
Museum Library) 

Fig. 9. Page from the Ahmed I Album, with calligraphy by 
Derviş Receb Rumi. Topkapı Palace Museum Library, B. 408, 
fol. 11b. (Photo: courtesy of the Topkapı Palace Museum 
Library) 

indicates that he contributed at least one work from his 
own collection to Sultan Ahmed’s album, implying that 
he himself was one of the artists mentioned in the 
album preface as having donated artworks to the sultan 
as gifts. 

The album’s images consist primarily of figural stud-
ies, portraits of Ottoman sultans, narrative paintings, 
ink drawings, and unfinished works.49 Among these, 
paintings of individual figures are the most numerous. 
These small-scale images depict various figures from 
Ottoman society, men and women, young and old, rang-
ing from the palace elite to non-Muslim subjects and 
from scholars and saints to bathhouse attendants and 
male dancers (figs. 10–12). Except for a few examples set 
against a landscape, most of the portraits are drawn on 
plain paper, with no background to place the figures in 

a narrative context. Stylistically, they belong to two dis-
tinct groups, the first of which is executed with a rela-
tively thick, fast brush by a repetitive artist, whose style 
is closely related to the manner of professional artists 
working independently of the court, the so-called bazaar 
painters.50 The second group of single-figure portraits 
seems to be the work of a more accomplished artist or 
artists, most likely associated with the royal atelier. 

These single-figure portraits drew upon the Safavid 
tradition of album painting, some directly emulating 
late sixteenth-century Safavid examples, others bearing 
their influence. One picture, reproduced here, of a 
kneeling young man (fig. 10, bottom row, middle), for 
instance, is a reversed variation of a Safavid model. Even 
though it is not possible to trace back the specific orig-
inal from which this painting was copied, it is directly 
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related to an image attributed to qazvin, circa 1587, 
which was also copied by Riza-i ʿAbbasi, in 1602–3 or 
1603–4.51 In other words, at least some of these images 
belong to the visual repertory of the single-sheet paint-
ings in the Safavid album tradition, which was appar-
ently well known and well regarded by Ottoman 
painters and patrons.

However, another genre well established in the Otto-
man painters’ own milieu must have fostered this pre-
vailing taste for single-sheet portraits, namely, the 
costume book. The latter also consists of autonomous 
art works, which owe their thematic and contextual 
coherence to the fact that they satisfied a specific func-
tion and were intended for a particular audience. 

Fig. 10. Page from the Ahmed I Album with an assemblage 
of portraits. Topkapı Palace Museum Library, B. 408, fol. 8b. 
(Photo: courtesy of the Topkapı Palace Museum Library) 

Fig. 11. Page from the Ahmed I Album with an assemblage 
of portraits. Topkapı Palace Museum Library, B. 408, fol. 27b. 
(Photo: courtesy of the Topkapı Palace Museum Library) 

→
Fig. 12. Page from the Ahmed I Album with an assemblage 
of portraits. Topkapı Palace Museum Library, B. 408, fol. 16a. 
(Photo: courtesy of the Topkapı Palace Museum Library) 
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events, and scenes from Ottoman daily life.56 Kalender 
grouped them in line with their stylistic features and 
thematic content, and generally mounted them together 
on one page, placing those pages in the volume accord-
ing to a certain rhythm.

Two other groups of images impart an undisputed 
Ottoman quality to the album and link it to the visual 
culture of the court. The first of these consists of six 
images from a historical book written in Turkish verse 
(fig. 13). The style of the artist is known from historical 
manuscripts executed in the last two decades of the six-
teenth century by court painters.57 The text is a copy of 
a Cāmı Cemāyin (The World-displaying Cup of Cem), 
written by Hasan b. Mahmud Bayati in 1481 –82. This 
Turkish genealogy—which according to its author was 
based on a certain Oġuznāme (Book of the Oghuz)—
links the Ottomans to the Oghuz clan known as Kayı 
and, through it, to Adam. The text recounts brief biog-
raphies of the Kayı leaders, who are defined in the 
explanatory headings above the first painting as the 
ancestors of the House of Osman (āli ʿOsmān ecdādı). 
The surviving pictures must have come from an uncom-
pleted illustrated copy that was executed at the royal 
atelier to be integrated into the corpus of illustrated his-
tories of the Ottoman dynasty.58 In fact, between 1578 
and 1580, the court historian Seyyid Lokman Ashuri 
probably used the Cāmı Cemāyin for his Hünernāme 
(Book of Skills), which recounts the various skills and 
qualities of the Ottoman sultans, as he cites an Oġuz
name among his sources.59 

Another Ottoman court tradition that dominates the 
Ahmed I Album is the art of sultanic portraiture, repre-
sented here by three independent images and a series 
of the first twelve sultans. One of the three independent 
single portraits is a partially overpainted Italianate bust 
of Mehmed II (r. 1444–46; 1451–81), dated to the 1470s 
(fol. 15b). Another, depicting the young Murad III  
(r. 1574–95), is attributed to Nakkaş Hasan Pasha, who 
was a contemporary of Kalender’s (fig. 10, above, left).60 
The serial portraits depict twelve Ottoman sultans  
from Osman I to Murad III, most of whom are shown 
holding golden globes (ḳızıl elma [red apple]), symbol-
izing Ottoman conquests (fig. 14).61 Together with the 
pictures from Cāmı Cemāyin, these portraits establish 
the royal/historical context of the album. Instead of 

 Starting in the mid-sixteenth century, costume books 
containing single-leaf portraits of Ottoman individuals, 
executed by both European and Ottoman painters, 
began to be made, mostly for a European clientele.52 
The figures included in Ahmed’s album, representing a 
wide stratum of Ottoman society, link its content to cos-
tume albums prepared primarily to introduce the Otto-
mans to European patrons. The figures in these paintings 
are depicted with rather generic physiognomies and 
often repeat certain prototypes, but they may also have 
portrayed actual individuals known in the city and 
court, or contemporary personalities popular among 
Istanbulites.53 For instance, one image represented in 
two different copies, pasted on fols. 18b and 27b (fig. 11, 
below, left), depicts a young man kneeling and holding 
a book, a fur cap with a feather and an aigrette on his 
head. Apart from the headgear, no other attribute dis-
tinguishes these figures from the others. However, 
another work depicting the same sitter, which survives 
in an album now housed in the Chester Beatty Library 
of Dublin, includes a label that identifies the kneeling 
youth as Mirzazada of Shirvan, the pupil of Khwaja 
Hafiz.54 The Dublin portrait of Mirzazada, probably 
slightly earlier and depicting him in similar outfits of 
different colors, was likely used as the model for the 
young men reading a book in Album B. 408—or all of 
them were perhaps derived from a common prototype.

Costume albums generally include the portrait of the 
reigning sultan in the beginning, followed by the gran-
dees of the ruling elite, and the palace eunuchs.55 
Ahmed I’s album also contains two portraits, of Selim I 
(r. 1512–20) and perhaps Ahmed I (fols. 11a and 27b), by 
a city painter (fig. 11, top row). Kalender mounted the 
sultans’ portraits together with two images, one of a 
privy chamber page and a black eunuch flanking the 
sultan, and another of a page carrying food. Through 
the reorganization of separate images, Kalender gave 
these group portraits a ceremonial content, thus chang-
ing their meaning.

Ahmed I’s album also contains narrative paintings. 
In addition to compositions that repeat certain tradi-
tional tropes known from literary and historical manu-
scripts— such as hunting, camping, and entertainment 
scenes, as well as literary gatherings—these paintings 
also depict possibly contemporaneous anecdotes, 
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 scattering them haphazardly among the other images, 
Kalender placed the sultans from the series and their 
ancestors at the beginning and end of the album, thus 
stressing the continuity of the Ottoman dynasty.

As opposed to the more coherent group of works he 
assembled together in his calligraphic compilation, the 
mixed content of Ahmed I’s album must have been a 
challenging task for Kalender as an album compiler/
designer. Using his typically large margins decorated 
with gold wash and frames made of small papers in dif-
fering colors, he managed to impart a visual unity to 
those mixed pages. In addition, the order of the works, 
grouped thematically and stylistically, mirrors a certain 
arrangement, which contributes to the effect of an 
unbroken narrative. 

The portraits of sultans, which taken together depict 
the House of Osman, serve both to link the album to the 
Ottoman family and to represent their rule over the 
lands inhabited by Ottoman subjects depicted in the 
other images. The volume opens with a gold wash dec-
orative page, designed to echo the composition of the 
inner cover of the binding (fig. 1). Following the seven-
page preface comes another decorative folio, to prepare 
the viewer to peruse the body of items included. The 
two pages containing the traditions and Koranic chap-
ters are followed by pages on which the Ottoman dynas-
ty’s ancestors and first four sultans are represented. 
After forty pages (fols. 8b–28a) composed of images and 
writings, the volume concludes with the pages contain-
ing images of the last eight sultans and their ancestors. 
These last folios also include decorative pages display-
ing Kalender’s innovative compositions and skill in the 
art of vaṣl (fig. 15).62 These full-page decorations do not 
seem to be used as mere separators; rather, they show-
case the virtuosity of the artist. In fact, in notes written 
at the edges of the pages, an unknown connoisseur 
deemed these all examples of  “extraordinary paper join-
ing” (vaṣṣālei nādire).63

 We know the preface to the album was written by 
Kalender, even though he does not provide his name. 
In addition to the stylistic characteristics and format of 
the folios, many references to himself as the compiler 
of the album make this attribution valid. Here, the lau-
datory tone of the preface to Album H. 2171 is replaced 
by one that provides invaluable information about Kal-

Fig. 13. Page from the Ahmed I Album with scenes from 
Cāmı Cemāyin. Topkapı Palace Museum Library, B. 408, fol. 
6b. (Photo: courtesy of the Topkapı Palace Museum Library) 

Fig. 14. Page from the Ahmed I Album with portraits of Otto-
man sultans. Topkapı Palace Museum Library, B. 408, fol. 
32a. (Photo: courtesy of the Topkapı Palace Museum Library) 
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mankind through God’s spirit breathed into his body 
(15:29 and 38:72) and through the honor conferred on 
him by God (17:70). After praising the Prophet and the 
four Sunni caliphs, he applauds the sultan, stressing his 
interest in exquisite speeches (words) and images. Kal-
ender compliments the sultan on his knowledge and 
expertise, as well as on the beautiful paintings that are 
housed in his palace and royal pavilions.65 By referring 
to the works in the royal residences, Kalender seems to 
relate the sultan’s wisdom and knowledge to his taste 
and appreciation for the arts, thereby exalting the arts 
and their meaning. By extension, he implies that under-
standing and collecting art requires intellectual refine-
ment. 

In the next section, Kalender expands on the concept 
of art as a reflection of beautiful works that help one to 
perfect the self and gain peace of mind; the act of gaz-
ing upon beautiful things (referring to the works com-
piled in the album) serves to deepen one’s wisdom and 
develop one’s learning through example.66 He further 
notes that perusing the album will help the sultan face 
the evils of the world. Kalender uses the mirror as a met-
aphor for paintings reflecting the beauties of the world 
and stresses the relationship between the mirror and 
the beholder, in other words, the act of contemplating 
a work of art.67 According to him: 

inasmuch as the mirror of the polished nature of time has 
always been an object of instruction for those possessed of 
insight, it constantly reflects images of designs and figures, 
but is sometimes tarnished with the verdigris of untoward 
vicissitudes. In such infelicitous times, if some instruc-
tive images from predecessors and successors are gazed 
upon and remembered, imagining and picturing to oneself 
the various sorts of chameleon designs, images of strange 
traces and marvelous shapes that occur with the passage 
and appearance of the spinning of the celestial sphere will 
certainly cause the acquisition of the capital of the science 
of wisdom, will result in the perfection of the eye of learn-
ing by example, and will additionally console the felicitous 
person and the troubled heart of the mighty sovereign by 
enlivening his mind and by pleasing his luminous inner self 
and his illuminated heart…68

This passage, expressed in the voice of Kalender—who, 
according to ʿÂli, owned an unparalleled collection of 
qiṭʿas upon which he spent a fortune—speaks to his 
own relationship with art. 

ender’s aesthetic concerns and technique, as well as 
about his views concerning the benefits and value of the 
calligraphic and visual arts, both as an artist and a col-
lector. The text is essentially self-referential, informing 
the reader about the examples that have been selected, 
the creation of the album, and the history of its compi-
lation. Kalender also elaborates on Sultan Ahmad’s role 
as owner and patron of the album. The text begins with 
praises to God, stressing that He is the originator of 
novel and marvelous works (bedāyiʿi ġarībetü’lāsār) 
and the inventor of amazing crafts (ṣanāyiʿi ʿacībetü’l
eṭvār). The intention is most likely to link the works 
included in the album with the divine creation.64 Kal-
ender continues to praise God, this time emphasizing 
His creation of Adam, the ancestor of all humans, 
through Koranic references that imply the exaltation of 

Fig. 15. Decorative page from the Ahmed I Album. Topkapı 
Palace Museum Library, B. 408, fol. 29b. (Photo: courtesy of 
the Topkapı Palace Museum Library) 
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were Kalender’s trademark in his albums and he defines 
them as one of the novel and never before seen crafts 
referred to earlier. He was proud enough of his skill in 
the art of paper joinery to state that only attentive con-
noisseurs could see these joinings: “It is not unknown 
or hidden (ḫafī vü pūşīde) to those with acute percep-
tion and sagacious people of insight (ḫurdebīnān u 
ḫurdedān ehli ʿirfān) that by looking at each one of 
them with a scrutinizing gaze, if attention is paid, 
(imʿānı naẓarla iltifāt müteʿalliḳ olsa), God willing, the 
four corners and the facing one are all in harmony with 
and conforming to each other, be it in color or in size 
and length and width.”78 He thus reveals his aesthetic 
and technical considerations in attaching the papers 
together.79 After beseeching the sultan not to desist in 
his patronage, Kalender then provides further informa-
tion on his career, showcasing once again the sultan’s 
involvement. He informs us that he is old and has spent 
all his energy working with finesse and care (bu deñlü 
diḳḳat ü ihtimām) throughout the years. He further 
explains that until the present he had studied with 
many men of dignity and knowledge, and acquired skill 
and knowledge through his association and affiliation 
with such learned and experienced masters. He 
expresses his hope that this skill and knowledge will not 
have been acquired in vain, thanks to the patronage of 
the sultan. He gives thanks to God and to the Prophet 
and prays that these skillful works, whether detached 
or bound (şikeste vü beste olan taṣannuʿāt), occasionally 
enjoyed by the sultan whenever he cast his peerless gaze 
upon them, might be acceptable and pleasing in his 
noble presence, and that, in accordance with his felici-
tous order, all of them were arranged in their proper 
place and completed.80 The preface closes with praises 
to the sultan.

A COMPILATION OF PICTURES FOR DIVINATION: 
THE FāLNāME OF SULTAN AHMED

Kalender’s last known work is a Fālnāme (Book of 
Omens). Larger in size than the others (68.3 cm x 47.5 
cm), it also differs from his other works in its contents.81 
Since Kalender refers to himself as a vizier in the pref-
ace, the Fālnāme must have been completed between 

After explaining the benefits and value of contem-
plating art, Kalender turns to the works in the album 
and the sultan’s involvement in its compilation. The art-
ists—former calligraphers, painters, and illuminators—
presented their creations to the sultan either to secure 
a royal favor or simply as gifts.69 As an artist himself, 
Kalender shows his appreciation for the unequaled cal-
ligraphies and images produced by these men, who 
devoted their lives to their creations.70 

According to Kalender, it was Ahmed I who first con-
ceived of the idea of an album. The sultan, he explains, 
wished that these qiṭʿas and pages should be gathered 
in one place, arranged according to their relationship 
to one another, and thus turned into a perfect illumi-
nated and bound album.71 Kalender then describes his 
own involvement in the album’s compilation, glorifies 
his master, and stresses his intimate relationship with 
the sultan. Presenting himself as the slave of the sultan, 
Kalender makes notes of his master, Muhammad Sharif 
of Baghdad, a distinguished man of his time and a maker 
of extraordinary paper joinings (vaṣṣālei nādirekār u 
müteʿayyinātı rūzgār).72 He had long ago taught him 
how to join qiṭʿas by master calligraphers and folios with 
depictions to colorful papers, keeping in mind their 
relation to one another, in order to assemble them into 
an album.73 Apparently, Sultan Ahmed’s familiarity 
with Kalender as a master album compiler, whom he 
already knew through one or two albums and manu-
scripts, played a role in the sultan’s selection of the art-
ist for the commission.74 Among Kalender’s surviving 
works, the sultan must have had the aforementioned 
calligraphy album (H. 2171) in mind.

After a lengthy prayer for the sultan, Kalender con-
tinues by recounting how he undertook this work and 
his considerations therein: when the sultan gathered 
the leaves with images and calligraphies and sent them 
to Kalender, he set himself to work to the best of his 
ability on crafts and marvels never before seen or heard 
of to make the specimens into an album.75 For the mar-
gins and frames of the works, he would either use col-
orfully decorated papers of various sorts,76 or he would 
attach tiny papers in layers of two or three at the edges 
of each qiṭʿa, as though they were colored striped 
cloth.77 These frames, consisting of tiny squares and 
rectangles, at times attached to each other diagonally, 
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the seeker to develop the eye that learns by example 
(ʿaynı ibret); this was a metaphor used by Kalender in 
his discussions on the benefits of art in his previous pref-
ace to Album B. 408. 

Unfortunately, Kalender informs us of neither the 
sources of the images nor the author of the augury texts. 
A passage from Evliya Çelebi’s account of the parade 
held in 1638–39 (1048) for the Baghdad campaign of Sul-
tan Murad IV (r. 1623–40) describes an aged fortune-
teller, Mehmed Çelebi, the only representative of the 
guild of diviners who used images (fālcıyānı muṣavvir). 
According to Evliya, Mehmed’s profession was to recite 
poetry evoked by the images chosen by his customers 
in order to provide their omens. Evliya also mentions 
that the diviner Mehmed was so old that he had prac-
ticed his profession even at an audience before Sultan 
Süleyman (r. 1520–66). This information prompts us to 
suggest that the augury pictures had been in circulation 
in Istanbul at least between approximately 1560 and 
1630, and that Kalender could have acquired his images 
in the city.84 The paintings are the work of different art-
ists who were not directly associated with the metro-
politan styles of Safavid or Ottoman painting of the late 
sixteenth and early seventeenth centuries. However, the 
first two images of the Fālnāme are Ottoman, attribut-
able to Nakşî Bey and Nakkaş Hasan Pasha. Nakşî Bey, 
of whom we know nothing other than his name and his 
distinctive style of painting, was probably a member of 
the palace elite. His painting, to which I shall return 
shortly, depicts the Persian poet Saʿdi disguised as a Chi-
nese monk visiting a temple. The second painting, 
which features the expulsion of Adam and Eve from Par-
adise, reflects the style of another artist-cum-statesman, 
the aforementioned Nakkaş Hasan Pasha.85 These art-
ists, active between about 1580 and 1620, contributed 
significantly to Ottoman court painting, both in terms 
of style and iconography. Sharing the same milieu, these 
contemporaries of Kalender were most likely close 
acquaintances of his, who provided their works as con-
tributions to his volume.

Kalender Pasha thus brought together images that he 
had probably gathered from various sources with the 
augury texts, which were contextually and formally 
related to earlier Persian examples. With the layout of 
the pages conceived as bi-folios, and the overall arrange-

1614 and 1616. Fālnāmas are album-books that con-
tain pictorial auguries with accompanying divinatory 
texts.82 Based on physical and contextual links between 
word and image, these works occupy a distinct place 
in the tradition of illustrated Islamic manuscripts. The 
narratives of Fālnāmas are not continuous wholes. An 
image is placed on the verso of a page while the cor-
responding divination text appears on the recto of the 
following one. Omen seekers with a particular question 
could thus open the volume to a random page and en-
counter both an image and a text. In all likelihood, they 
would first focus on the most striking element, namely, 
the image on the right-hand page. Turning to the left-
hand side, they would see a poem inspired by the image 
and the divination text, which is where they would read 
what the future held regarding the issue at hand. In this 
way, one may think of the combination of image and 
text as a unified narrative, or of the entire book as an 
album made up of such pairs. Based on the nature of 
the content, one could argue that the Fālnāme stands 
closer to albums than to illustrated manuscripts, and 
shows a typological affinity to Kalender’s other works. 
Most likely inspired by Persian Fālnāmas, one of which 
is still in the Topkapı Palace Museum Library, Kalender 
Pasha gathered the large pictorial auguries from various 
sources, coupled them with the prognostication texts 
in Turkish, and enlarged all the leaves with decorated 
margins in his typical style.83 He thus transformed the 
separate folios into an integrated whole that resembles 
his other albums and presented it to Sultan Ahmed. Not 
commissioned by the sultan, the Fālnāme may have 
been a token of Kalender’s gratitude for his appoint-
ment to the Imperial Divan as a vizier in 1614.

The images, depicting defining moments from the 
lives of the Prophet Muhammad, his descendants, Abra-
hamic prophets, sages, heroes, and villains, as well as 
astrological and eschatological themes, belong to a 
broader repertory of pictorial auguries that are found 
in Persian Fālnāma manuscripts. The deeds of the 
prophets and other personages, as well as their 
responses, highlight their faithful and patient approach 
to unfortunate events and serve, as emphasized in Kal-
ender’s preface, as models for augury seekers in over-
coming their own challenges. In other words, the acts 
of the protagonists in the images are meant to inspire 
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informed the condition of the tribes of Ad and Thamud, 
led the Earth with His light to a fortunate prophecy. He 
then notes that “the world resembles, in its meaning, a 
book in which the conditions of all nations are written 
line by line. Both fears and desires may be found in this 
book, on whose leaves are depicted the morning and 
the night. Hence, if an augury is taken [using the book], 
the image of the beginning and the end can be seen.”89 
With all these references to an illustrated book, Kalen-
der must be implying that his work, which teaches the 
world a lesson through images, takes its inspiration 
from the work of God, or that it is a reflection of it. 
Indeed, the images of the Fālnāme contain instructive 
scenes depicting the condition of many nations; some 
show fear, others warnings, and all seem to reverberate 
with the desires and apprehensions of those who con-
sult the Fālnāme.

Kalender Pasha then offers his praise and prayers to 
the Prophet Muhammad and notes that the Prophet 
took the people to the path of Islam and faith by break-
ing down the idols of misbelief and sin in the temples 
of Mecca (Baṭḫā) and Medina (Yesrib).90 It therefore 
cannot be a mere coincidence that after a few folios the 
first painting of the Fālnāme (in other words, the open-
ing picture), which is attributed to Nakşî, refers visually 
to a similar idea (fig. 16). The painting represents the 
Persian poet Saʿdi, disguised as a Chinese monk, look-
ing at an idol. The augury on the opposite page tells a 
story taken from Saʿdi’s Būstān, abridged and altered to 
a certain extent in order to conform with the image. The 
story alludes, quite directly, to the false power of idols. 
During his travels, Saʿdi comes upon a Chinese temple, 
where he encounters an idol that raises its hand when 
people rub their faces on its foot. After hiding and 
observing it from a distance, he discovers how the statue 
moves and exposes the ruse.91 The reference in the pref-
ace of the Fālnāme to the Prophet Muhammad’s smash-
ing of the statues of the Arab gods, along with the 
depiction of a very similar subject in the first painting 
of the work, once again demonstrates that Kalender 
conceived of his presentation texts and paintings as a 
unit; this also points to his conscious attempt to pre-
empt accusations of idolatry. 

Kalender Pasha’s preoccupation with this matter 
must have been related to Ahmed I’s proclivities and 
piety, as well as to contemporary events. In the 

ment of the volume constructed on rhythmic repetition, 
the volume recalls the consistent style of his other 
works. As in those, here he inserts the pages containing 
images and text within margins dyed brown, pink, dusty 
rose, or green and illuminated with gold wash. He sur-
rounds the text block with margins within margins, the 
inner ones decorated on beige paper, the outer ones col-
ored to match those surrounding the images. The first 
page features an illuminated tughra of the sultan signed 
by Kalender, and is followed by three decorative pages 
with his typical large ḫaţāʾī and split-palmette compo-
sitions, creating a repertoire of designs and motifs in the 
paper-joining technique (fig. 5). Once again, to com-
plete the volume, Kalender inserts a decorative page 
that echoes those in the beginning, thus turning the 
autonomous pairs of pages into one integrated ensem-
ble. Although this volume differs from the others, its 
preface directly relates to its contents, as is the case in 
his other works.

 The illuminated heading identifies the volume as the 
Book of Omens of Sultan Ahmed and reconfirms its 
royal ownership, already suggested by the tughra on the 
first page. Like his preface to Album B. 408, his intro-
duction to the Fālnāme, which begins by praising God, 
also stresses the creation of humankind: “God created 
the human as the most brilliant and noble creature to 
enter this world with fortunate beauty (ferḫundefāl), 
and He has given the image gallery of the universe 
(ṣūretḫānei kāʾināt) brightness and purity through 
humankind by creating him.”86 The terms and adjec-
tives Kalender has chosen to describe God’s greatness 
are implicitly connected to the book’s content, which 
is a compilation of images of Adam and his descendants. 
The next sentence refers to the divine pen used by God 
during creation, an allusion frequently used in album 
prefaces, including Kalender’s calligraphy album (H. 
2171). “In order to show clear evidence of his oneness, 
God has increased the adornment and value [of his cre-
ation] by inscribing the brightness of the stars on the 
pages of day and night, using the pen of his omnipo-
tence.”87 Here, the content directly refers to the images 
and related texts on the celestial sphere, the Sun, and 
the planets Saturn and Mars.88 

In the subsequent poem, Kalender indicates that 
God, who is beautifully perfect (cemāli cemīl) and 
adorns everything that exists, and whose wrath (celāl) 
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from that light. Every one of the images of the condi-
tions of the prophets who precede him is a leaf from his 
maturity.”93 Here, most likely referring to his own work, 
Kalender continues his poem by saying that “in present-
ing these images from the lives of the previous proph-
ets, his intention is to reach the Prophet, and to pray for 
and thank him, his children, his companions, and other 
holy figures.”94 In other words, Kalender cautiously 
stresses the function of his images as intermediaries 
leading the believer to the Prophet, rather than repli-
cating his image, which is not even visible behind the 
holy light.

 Kalender then explains his intention in composing 
and presenting the Fālnāme: 

[Since] ancient times, men of spiritual knowledge and com-
panions of taste and conscience, upon stepping into the 
world, contemplated the situation of the world with the eye 

 Züb detü’tTevārīḫ (Cream of Histories), a chronicle of 
the reign of Sultan Ahmed I, in a section concerning the 
sultan’s religious sentiments, there is a detailed account 
of how he personally destroyed the mechanical organ 
that Elizabeth I of England sent to his father, Mehmed 
III (r. 1595–1603), because it was unlawful to have mov-
ing images around places of prayer. According to the 
text, which was penned by the sultan’s personal imam, 
Mustafa Safi, the organ contained a clock, and featured 
birds as well as figures that danced and played musical 
instruments.92 

Kalender’s preface continues with a poem in praise 
of the Prophet Muhammad. In it, he refers to the sultan 
as Ahmedine’lMuṣṭafā, most likely to suggest Sultan 
Ahmed as a namesake of the Prophet. According to Kal-
ender, “the light upon the candle of his beautiful face is 
so bright that no one can distinguish his countenance 

Fig. 16. Saʿdi, disguised as a Chinese monk, from the Fālnāme. Topkapı Palace Museum Library, H. 1703, fols. 6b–7a. (Photo: 
courtesy of the Topkapı Palace Museum Library) 
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written on the auspicious right-hand side page (ṣaḥīfei 
yümnīsinde)98 of whichever illustrated and ruled bi-folio 
his invaluable exalted gaze comes to rest will produce 
abundant inspirations and blessings to his noble nature, 
and that his augury will be agreeable to his royal wish, deci-
sion, and consultation.99

Kalender completes his preface with a verse prayer to 
the sultan, wishing him an auspicious omen. He de-
scribes the heavens as consisting of pages (ṣaḥīfei felek) 
on which the Sun draws a line (cedvel) on the horizon 
with the ground vermillion of dawn every morning, and 
thereby transforms the celestial spheres into a book.100 
He thus draws a parallel between his own book and the 
description of nature. Similarly, in wishing for the entire 
world to transform itself into a book and for the sultan 
of the world’s fortune to be auspicious in it, he may be 
implying that his own book encapsulates the world.

KALENDER’S PAGES IN NEW CONTEXTS:  
ALBUM B. 409 AND THE BELLINI ALBUM

While this article has focused on Kalender’s albums 
with prefaces, it is worthwhile to include two others 
containing folios attributable to him. 

The first is an album of calligraphy housed in the 
Topkapı Palace Library (B. 409). Similar to his other 
albums, the forty-eight folios in this one measure 49 by 
34 centimeters, and closely relate to those in Album  
H. 2171 in both content and style. It retains its original 
binding, which is virtually identical to that of Ahmed I’s 
album (B. 408), suggesting that it, too, may have been 
executed by Kalender. The layout of the pages with their 
illuminated margins is also indicative of Kalender’s style 
(figs. 17 and 18). The album does not, however, include 
a preface, and an elaborate inscription on fol. 2a states 
that it is dedicated to Ahmed I’s son, Sultan Osman II 
(r. 1618–22), who was enthroned two years after Kalen-
der’s death. The dedicatory inscription is followed by a 
qaṣīda addressed to Sultan Osman and written by a poet 
with the pen name of Melihî (fols. 2b–3b). These and 
several other folios feature marginal decoration in Kal-
ender’s style, but with slightly lighter colored papers 
that have been burnished to a high sheen. The differ-
ences between these papers and the rest in the album 
suggest that they were probably inserted into the  

of learning by analogy, and have confirmed that previous 
events constitute guiding models for people and that it is 
possible to draw lessons from the past on every important 
decision. It is especially necessary for the greatest sultans 
and kings of exalted rank—who are the source of order for 
both state and nation and the originators of rules for the 
foundation of subjects and realm—to observe the deeds of 
past rulers and the stories of the prophets and saints and 
to consider their beginnings and ends, in order to compare 
them with and understand the consequences of their own 
affairs. For this reason, they ordered that the indications 
and allusions to events that took place during the reign 
of past sultans (while they were seated on the throne of 
felicity) be written and drawn (taḥrīr)95 on pages, so that 
whichever of those pages is opened through the method 
of taking an omen, the omen seeker should adapt his/her 
condition to the circumstances of the prophets and sultans, 
which have been written or depicted on those pages, and by 
comparing those with the affairs that s/he desires, should 
act accordingly.96 

Kalender concludes this section with a couplet advising 
the omen seekers to learn from past events in order to 
increase their own reputation and honor: “if you wish 
your power and glory to increase, let your gaze always 
be upon past events.”97 In this passage, Kalender em-
phasizes the didactic power of images in helping view-
ers to learn by analogy and guiding them to act properly 
to achieve their desires, rather than revealing informa-
tion regarding the future. He also places the tradition 
of taking omens from pages with word and image in 
historical context, and, by attributing the practice to 
past rulers, showcases its longevity and endurance. 

Kalender continues, explaining why he presented his 
royal gift and when and how the sultan seeks an omen 
using the Fālnāme: 

This is why this slave, Kalender, the sultan’s humble, most 
insignificant slave, the least of servants, [who has been] 
immersed in freedom and benevolence among respected 
viziers, collected, composed, arranged, and adorned those 
above-mentioned illustrated pages and leaves, and pre-
sented this album as a gift to his imperial seat so that when-
ever he has a royal wish, or whenever he wants to take an 
omen, he can seek his augury after reciting the Fatiha (the 
first chapter of the Koran) once, the Ikhlas (Koran 112) 
three times, and invoking noble blessings (ṣalavāti şerīf) 
[on the Prophet] three times. [Kalender hopes that] when 
he opens [the volume] in accordance with the above-
mentioned manner, the images of the prophets and saints 
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Fig. 17.  Two pages from a calligraphy album. Topkapı Museum Palace Library, B. 409, fols. 13b–14a. (Photo: courtesy of 
the Topkapı Palace Museum Library) 

Fig. 18.  Two pages from a calligraphy album. Topkapı Palace Museum Library, B. 409, fols. 40b–41a. (Photo: courtesy of 
the Topkapı Palace Museum Library) 
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Bellini Album, it measures 46 by 34 centimeters, and 
includes Ottoman, Persian, and European calligraphies 
and images.103 The folios belong to a larger compilation 
that the Swedish collector and dealer Fredrik R. Martin 
purchased in Istanbul at the turn of the twentieth cen-
tury.104 In his 1912 publication, Martin maintained that 
the album included a painting of a Turkish prince by 
Gentile Bellini, to which it owes its name. He noted that 
he had purchased the “Bellini Album,” which was a 
larger collection in its original form and included “a 
large number of uninteresting European engravings,” 
from the son of an Ottoman dignitary.105 Martin attrib-
uted the album to about 1600 and believed it was made 
for Ahmed I, which seems accurate on the basis of some 
of the folios in the Metropolitan Museum album. The 
former Ottoman owner may have informed Martin of 
the album’s date, which in turn suggests that Kalender’s 
designs for Ahmed I may have still been recognizable 
to Ottoman connoisseurs. Five folios feature Kalender’s 
large margins with gold wash decoration and borders 
around the qiṭʿas made of small pieces of multicolored 
papers. Their stylistic affinity to examples in two of Kal-
ender’s other albums (H. 2171 and B. 408) allows us to 
attribute some of the Metropolitan Museum folios to 
him. The majority of these folios include Dutch, Italian, 
French, and Polish engravings depicting devotional and 
mythological scenes. One, set in borders decorated with 
small squares and diagonally placed rectangles of paper, 
is dedicated to Andrea di Prochnik (fig. 19). Jan Andrej 
Próchniki was the Bishop of Kamieniec (1607–14) and 
Archbishop of Łwów (1614–33). The inscription identi-
fying him as Episcopo Camanecen confirms an attribu-
tion to the first decade of the seventeenth century, and 
thus to the reign of Sultan Ahmed I. 

Another folio features full-page decorations com-
posed of cut papers joined according to the vaṣl tech-
nique on both the recto and verso sides. In their style 
and technique, these compositions recall Kalender’s 
decorative pages, in particular the ones he used in the 
Fālnāme (figs. 6 and 5).106 The high quality of these six 
pages suggests that they were designed by Kalender for 
Ahmed I, and the prints could have belonged to the sul-
tan’s collection. Since the binding of Ahmed I’s album 
was restored at an unknown time, these folios may even 
have been extracted from B. 408, and as a group of Euro-
pean works, they may have been offered for sale to an 

volume at a later time. Certainly this album might have 
been compiled during the reign of Osman, since, in con-
trast with the frames including small pieces of paper, 
neither the marginal decorations nor the plain frames 
of paper strips surrounding the specimens were created 
by Kalender exclusively. However, it is tempting to spec-
ulate that Kalender initially produced this album as a 
gift for the aforementioned el-Hacc Mustafa Agha, the 
powerful chief black eunuch during the reigns of  
Ahmed I and Osman II. Since Mustafa Agha was one of 
Kalender’s strongest supporters and played a key role 
in his appointment as the building supervisor of the sul-
tan’s mosque, Kalender, to thank to him, may have pre-
sented him with a calligraphy album whose content and 
design were similar to the one he had assembled and 
presented to the sultan for the very same reason (i.e., H. 
2171). With many works by the same calligraphers fea-
tured in the album assembled for Ahmed I, the pro-
posed Mustafa Agha compilation represents a more 
modest version of the former: the borders, which in 
Ahmed I’s album are composed of small pieces of 
papers, are replaced here with strips, which are either 
plain, gold sprinkled, or colored and decorated in gold 
wash; these were attached to each other through the 
craft of vaṣl. In 1618, when Osman acceded to the throne, 
Mustafa Agha might have in turn offered it to Osman II, 
with a dedicatory inscription and qaṣīda, and a number 
of new folios. 

Mustafa Agha was an active member of the palace 
faction that, only three months after the death of  
Ahmed I, dethroned his brother Mustafa I in favor of 
Osman II.101 As an important courtier, Mustafa Agha 
presented other illustrated manuscripts to Osman, such 
as a Turkish version of Firdawsi’s Shāhnāma, translated 
or rewritten by the court storyteller Medhî (d. after 
1620). The agha’s patronage in the translation and illus-
tration of the text is documented in Medhî’s preface to 
the Turkish Shāhnāma, as well as in the frontispiece 
painting, which depicts him presenting the book to the 
sultan.102 The illustrations of the manuscript are attrib-
utable to Nakşî, who also contributed a painting to the 
Fālnāme, thus indicating the agha’s continuing associ-
ation with an artistic milieu that also included  Kalender.

 The second compilation with folios most probably 
designed by Kalender is in New York, at the Metropoli-
tan Museum of Art (67.266.7). Generally known as the 
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His prolific artistic accomplishments went beyond that 
of a pastime of a talented official at the Ottoman court. 
As recorded by Mustafa ʿ Âli, Kalender’s fame as a vaṣṣal 
can be traced back at least to the last decade of the six-
teenth century. His skills also earned him the favor and 
patronage of Sultan Ahmed, who was known for his own 
interest in albums. Their common passion for the arts 
of the book must have allowed the sultan and Kalender 
to forge a strong bond, which in turn resulted in the pro-
duction of three innovative albums by the artist.

The numerous Timurid, Turkmen, Safavid, and Otto-
man albums in the royal collection demonstrate the 
Ottoman enthusiasm for this genre. Beginning with the 
earliest examples, albums compiled for the court 
include works of different provenance. The preponder-
ance of calligraphies, drawings, and paintings of Safa-
vid provenance in these albums shows that Ottoman 
patrons embraced and recognized these works as part 
of a shared artistic taste. Kalender’s three albums also 
suggest an appreciation of Safavid works, which must 
have served him as a source of inspiration. In his capac-
ity as a distinguished and enthusiastic courtier, Kalen-
der probably had ready access to the royal collection of 
Safavid albums. His innovative style and technique in 
decorating the works he compiled, however, lent them 
a distinct Ottoman quality, transforming them into orig-
inal interpretations of an established artistic tradition.

Not only did Timurid and Safavid inspirations shape 
Kalender’s visual vocabulary, but his texts also drew 
upon Persian prefaces. The album prefaces, as well as 
the text of the Fālnāme, however, differ from their Per-
sian counterparts both in language and content. Kalen-
der’s albums with prefaces are also highly unusual 
within the Ottoman tradition. Except for one, which is 
an identical copy of a Persian preface originally written 
in 1494, there exists, to my knowledge, no other Otto-
man album with a preface.107 Kalender’s keenness for 
including prefaces in all his works must have been 
related to his personal artistic and theoretical approach 
to the arts. This attitude is echoed in the contents of the 
prefaces, as each one highlights a different aspect of the 
art of the book and the art of collecting.

Department of Art History,
Hacettepe University, Ankara

avid European collector, such as Martin. Alternatively, 
these folios could also have come from another album 
no longer extant in its original form, which was com-
piled by Kalender for the sultan. 

CONCLUSION

Undoubtedly, archival documents will contribute to 
our understanding of the life and career of Kalender 
Pasha, who rose from the rank of court herald to that 
of vizier and was entrusted by Sultan Ahmed I with his 
treasury and the expenses of his mosque. On the basis 
of his works, the statements made by others, and his 
own words, Kalender was not only a highly capable and 
loyal official but also a multitalented artist, collector, 
and connoisseur. 

Kalender’s extant works demonstrate his extraordi-
nary creativity as a vaṣṣal, illuminator, and bookbinder. 

Fig. 19. A page with a European engraving from the so-called 
Bellini Album.  The Metropolitan Museum of Art, Louis V. 
Bell Fund, 1967 (67.266.7.2r) © 2013. Image copyright Metro-
politan Museum of Art/Art Resource/Scala, Florence. 
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APPENDIX I: PREFACE TO THE CALLIGRAPHY ALBUM, H. 2171, FOLS. 17B–23B,  

TOPKAPI PALACE MUSEUM LIBRARY

A. Facsimile of H. 2171, fols. 17b–23b

(Photos: courtesy of the Topkapı Palace Museum Library)

Calligraphy Album, H. 2171, fol. 17b.
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Calligraphy Album, H. 2171, fol. 18a.



PRESENTING VAṢṢĀL KALENDER’S WORKS: THE PREFACES OF THREE OTTOMAN ALBUMS 279

Calligraphy Album, H. 2171, fol. 18b.
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Calligraphy Album, H. 2171, fol. 19a.
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Calligraphy Album, H. 2171, fol. 19b.
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Calligraphy Album, H. 2171, fol. 20a.
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Calligraphy Album, H. 2171, fol. 20b.
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Calligraphy Album, H. 2171, fol. 21a.
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Calligraphy Album, H. 2171, fol. 21b.
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Calligraphy Album, H. 2171, fol. 22a.
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Calligraphy Album, H. 2171, fol. 22b.
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Calligraphy Album, H. 2171, fol. 23a.
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Calligraphy Album, H. 2171, fol. 23b.
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Ḥamd-i nāmaʿdūd ve şükr-i nāmaḥdūd ol mālikü’l-
 vücūd cenābına lāyıḳ u sezādur ki īcād-ı ʿālem ve ḫalḳ-ı
 ṭavā’if-i ümem ḫuṣūṣan zümre-i benī-Ādeme irādet-i
ʿaliyye ve meşiyyet-i ezeliyyesi taʿalluḳ edüp evvelā ber-

 muḳtezā-yı awwalu mā ḫalaḳa ’llāhu ’lḳalam ḳalemi
 ḫalḳ u ibdāʿ ve cemīʿ-i mā kān ve mā sayakūn aḥvālini
anda īdāʿ (beyt)

 Harçi būdast u hast u ḫwāhad būd * sabt farmūda dar
ṣaḥīfai cūd

 
feḥvāsınca cenāb-ı ilāhīden emr ü işāret ile ṣaḥīfe-i 
levḥ-i maḥfūẓ üzere kitābet edüp ol ṣaḥīfe-i laṭīfeyi 
evrāḳ u aṭbāḳ-ı eflāke ilṣāḳ ve vaṣl u ilzāḳ edüp pertev-i 
envār-ı āfıtāb-ı ʿālemtāb ile mücellā ve elvān-ı garībe 
ve nuḳūş u eşkāl-i ʿacībe-i nücūm-ı zāhire ile [18a] 
müzeyyen u muḥallā bir muraḳḳaʿ-ı zībā ve cerīde-i 
ṣafā-efzā olmışdur ki ʿuḳūl-ı naḳḳāşān-ı cihān resmini 
iḥāṭada ḥayrān ve hezārān Mānī vü Bihzād naẓīrini naḳş 
ü taṣvīrde ʿāciz ü sergerdān olmışdur. 

Ve dürūd-ı ḫuceste-vürūd ol ṣāḥib-i ḥavż-ı mevrūd 
ve mecmūʿ-ı ʿāleme ʿillet-i gā’iyye-i vücūd olan ḥabīb-i 
ḫudā aʿnī ḥażret-i Muṣṭafā’ya ihdā’ olunur ki ol hengām-ı 
nüzūl-ı vaḥy-ı rabbānī ve naẓm-ı muʿciz-beyān-ı tenzīl-i 
āsmānī vāḳıʿ olduḳda iḳra’ warabbuka ’lakramu ’llazī 
ʿallama bi’lḳalami ʿallama ’linsāna mā lam yaʿlam 
kelām-ı şerīfi nāzil ve ḳalb-i cenān-ı Muḥammadī’ye 
vāṣıl olup ber-muḳtezā-yı feḥvā-yı hal yastawī ’llazīna 
yaʿlamūna wa’llazīna lā yaʿlamūna eşref-i ṭavāyif-i benī 
Ādem olan ʿulemānuñ ālet-i kesb-i ʿulūmları ḳalem 
idügi ẓāhir u müsellem olmıştur ṣallā ’llāhu ʿalayhi wa
sallam ve daḫı zümre-i āl ü aṣḥāb ve fırḳa-ı etbāʿ u aḥbāb 
daḫı ol ṣalāt-ı saʿādet-medārdan ḥiṣṣe-dār olalar ki 
aḳlām-ı ʿ ulemā’-ı aʿlām anlaruñ midād-ı ictihādlarından 
[18b] istimdād ile cāriye ve menāfiʿ-i fetāvā vü aḥkāmları 
aḳṭār-ı ʿāleme sāriye olmıştur riḍwānu ’llāhi taʿālā 
ʿalayhim acmaʿīn.

Ṣayrafiyān-ı yāḳūt u cevāhir-i zevāhir-i maʿārif olan 
aṣḥāb-ı ʿaḳl u dāniş ve nessāḫān-ı kütüb ü resā’il-i 
zevārif-i ʿavārif olan erbāb-ı fehm ü bīniş yanlarında 

muḳarrer, ve ṣaḥā’if ü cerā’id-i ʿ uḳūl-ı selīmede menḳūş 
u muḥarrerdür ki ḳalem ḥaḳḳında cenāb-ı rabbi’l-
ʿālemīn nūn wa’lḳalami wamā yasṭurūna ile ḳasem ü 
yemīn ittügi ḳalemüñ ʿ iẓam-ı şānına ve irtifāʿ-ı mekānına 
delīl-i ḥaḳḳ ve şāhid-i ṣıdḳtur. Pes ālet-i ḫaṭṭuñ ʿulüvv-i 
derecesi bu mertebe olıcaḳ nefs-i ḫaṭṭuñ ʿuluvv-i rütbe 
ve sümüvv-i menzilesi ne mertebe olduğı andan 
ẓāhirdür, ḫuṣūṣen re’īsü'l-küttāb-ı cenāb-ı risālet-penāh 
ve ibn-i ʿ amm-ı ṣāḥib-maḳām-ı lī maʿa ’llāh, aʿnī ḥażret-i 
ʿAlī-yi velī ve gencīne-i medīne-i her-ʿilm-i ḫafī vü celī 
karrama ’llāhu wachahu cümleden aḳdem ḫaṭṭāṭān-ı 
cihāna pīşvā ve ḫaṭṭ-ı kūfī vażʿında zümre-i küttāba 
muḳtedā olup [19a] ʿalaykum biḥusni ’lḫaṭṭi fainnahu 
min mafātīḥi ’rrizḳ dimekle ḫaṭṭ-ı ḫūb miyān-ı 
ʿālemiyānda maḳbūl u merġūb olup miftāḥ-ı rızḳ u rūzī 
ve sebeb-i ḥuṣūl-ı envāʿ-ı niʿam-ı şebānrūzī olmasına 
işāret ve taḥṣīline taḥrīż u delālet buyurmıştur. Nitekim 
vaṣf-ı ḥüsn-i ḫaṭta demişlerdür, kḥaṭṭ ke az shāʿibehi 
ḥusn tahīst * bahrei kāghıd azū rūsiyahest ol sebebden 
üstādān-ı pīşīn ve ḫaṭṭāṭān-ı müteḳaddimīn ḫuṭūṭ-ı 
gūnāgūn ibdāʿ ve ṣuver-i ḥurūfda envāʿ-ı şekl-i ḫūb ve 
mevzūn iḫtirāʿ edüp mānend-i ṣūret-i efrād-ı insān her 
birinde bir ḥüsn-i maḫṣūṣ ve şān u ān ẓāhir ü nümāyān 
olup neẓẓāresinde dīde-i erbāb-ı maʿārif rūşen ve 
temāşāsında ḫāṭır-ı merd-i ʿ ārif şād u şen olur. Ve li-hāzā 
üstādān-ı cihān kitābet ittükleri evrāḳ-ı laṭīfe vü ḫuṭūṭ-ı 
nefīse-i naẓīfe teḳālīb-i leyl ü nehār ve mürūr-ı eyyām-ı 
rūzgār ile mānend-i berg-i ḫazān pejmürde vü perīşān 
ve bī-nām u nişān olmayup ṣaḥīfe-i ʿālemde bāḳī ve 
tündbād-ı ḥavādisden ḥāfıẓ u vāḳī [19b] olmaḳ içün 
baʿż-ı üstādān-ı muraḳḳaʿ-sāzān ol ḳıṭʿahā-yı ḫūbī ki her 
biri mānend-i cüvān-ı ḫaṭṭ -āverde-i maḥbūbdur ṣayd u 
taḥṣīle ṭālib ve cemʿ ü vaṣlına rāġıb olup envāʿ-ı mecālis-i 
tertīb ü tezyīn ve naḳş ü nigār-ı ḥalkārī ile mānend-i 
mecālis-i ḫuld-ı berīn idüp tuḥfe-i mecālis-i selāṭīn ve 
revnaḳ-baḫş-ı kütübḫāne-i pādişāh-ı ʿadālet-āyīn ede 
gelmişlerdür. Biḥamdihi taʿālā ḥālā pādişāh-ı rubʿ-ı 
meskūn ve şehinşāh-ı sükkān-ı zīr-i çarḫ-ı nīlgūn ʿ ulemā 
vü ṣuleḥāya ve fuḳarā vü żüʿafāya meded-resān müm-
tesil-i emr-i inna ’llāha ya’muru bi’lʿadli wa’liḥsān 
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fikr-i sāḳib ve ṭabʿ-ı vaḳḳād ve ṣarrāf-ı cevāhir-i ʿuḳūl-i 
merdümān-ı naḳḳād olan maḳbūl-i bārgāh-ı sulṭānī ve 
ḫāzin-i esrār-ı cihānbānī muʿtemidü’d-devleti’l-ʿaliyye 
ve muʿtaḳidü’l-ḥażreti’l-behiyye, aʿnī aġa-yı Dārü’s-
Saʿāde el-ḥācc Muṣṭafā [21a] Aġā (ballaghahu ’lmawlā 
fī ẓilli saʿādati ’ssulṭān ilā kulli mā yaşā’) ḳullarına 
fermān-ı ḳażā-cereyān ṣādır olup bendegān-ı āsitāne-i 
hümāyūnumda ol binā’-ı muḥkem ü metīn içün bir 
mübāşir ü emīn lāzımdur. Defterdār-ı şıḳḳ-ı sānī olan 
Ḳalender Efendī ṣāḥib-emānet vü merd-i hüner aḥvāl-i 
binā’ vü ʿilm-i hendeseden ḫabīr ve her kārdan āgāh 
u rūşen-żamīr fehm olunur aña sipāriş etmesi żamīr-i 
hümāyūnumda cāygīr olmışdur. Pes Āġā-yı celīlu’l-ḳadr 
daḫı ol şāh-ı ḳadrşinās ve pādişāh-ı maʿārif-istīnās ü 
żamīr-i nūr-iḳtibāsuñ istiḳāmet-i ṭabʿ-i pāk vü fehm u 
idrāk-i hümāyūnlarını iḥsās idüp dedi kim “Pādişāhum, 
ol ḫıdmet-i kübrā vü emānet-i uẓmāya mezbūr bende-
lerinden elyaḳ kimse olmaduġı muḥaḳḳaḳdur zīrā 
ṣāḥib-zekā vü fıṭnat ve ehl-i kiyāset ü firāset umūr-dīde 
ve kār-āzmūde olduġından māʿadā ʿilm-i hendesede 
māhir ve īcād-ı envāʿ-ı ṭarḥ u ṣuver u rüsūma ḳādir ve 
misli nādir [21b] bendeleridür ḥattā ol sebebdendür 
ki kār-i vaṣṣāli ve ṣanʿat-ı muraḳḳaʿ-sāzīde bīnaẓīr-i 
ʿālem ve miyān-i üstādān-ı Rūm u ʿAcem’de maḳbūl ü 
müsellemdür.” Vaḳtā ki ol şehinşāh-ı ʿādil ʿilm-i ḥüsn-i 
ḫaṭdan ḥaẓẓ-ı evfere nā’il ve deḳā’iḳ-i naḳş u taṣvīre vāḳıf 
u vāṣıl ve ḳalb-i şerīfi kütüb-i nefīse vü muraḳḳaʿāt-ı 
laṭīfeye mā’il idügi ẓāhir olmışdur mezbūr bendeleri 
mülāḥaẓa vü ḳaṣd eyledi ki envāʿ-ı ḫuṭūṭ-ı üstādān-ı 
pīşīn ve teṣāvīr ü nuḳūş-ı naḳḳāşān-ı Ḫaṭā vü Çīn’den 
ḳıṭʿahā-yı bīşümār ve tuḥaf u ẓarf-ı nuḳūş u ṣuverden 
niçe yādigār cemʿ idüp ṣanʿat-i vaṣṣālī ile ṭarz-ı ḫūbda 
bir muraḳḳaʿ-ı bedīʿü’l-üslūb idüp tuḥfe-i bārgāh-ı şāhī 
ve hediyye-i cenāb-ı şehinşāhī eyleyüp ol taḳrīb ile 
ʿilm-i hendese ve bināʾda mehāretini şāh-ı vālā-maḳām 
cenābına ifāde vü iʿlām eyleye. Pes ol kāra ʿazīmet ü 
mübāşeret ve itmāmına müsāraʿat u mübāderet edüp 
ḥālā bi-ḥamdihi teʿālā vāṣıl-ı ḥadd-i tamām ve ḳarīn-i 
ḥüsn-i iḫtitām olup ḥaḳḳā ki bir muraḳḳaʿ-ı ġarīb ve bir 
üslūb u ṭarḥ-i ʿacīb olmıştur ki maḥż-ı cemʿ ü vaṣlında 
[22a] olan ṣanāyiʿde ʿuḳūl-i üstādān ʿāciz ü ḥayrān 
olmaḳ muḳarrerdür. Ve bi’l-cümle ol pādişāh-ı gerdūn-
penāh cenābına itḥāf olınmaġa lā’yıḳ ve ḳalb-i nāzük 
ü ṣāf ve ṭabʿ-i mūşikāflarına muvāfıḳ bir kitāb-ı ḫūb 
pesendīde-üslūb olmışdur ki ḳavāʿid-i ḫaṭṭına naẓar 
olunsa ṣanʿat-ı üstādān-ı selefden ḫaber virür bir kitāb-ı 

sulṭān-ı gerdūn-veḳār hem-nām-ı ḥażret-i Aḥmed-i 
muḫtār şāh-ı Sikender-ṣavlet [ve] ḫāḳān-ı Ferīdūn-
ḥaşmet ẓıllullāhi teʿālā fī’l-arż mālik-i eḳālīm-i basīṭi’l-
ġabrā bi’ṭ-ṭūl ve’l-ʿarż faḫr-i dūdmān-ı āl-i ʿOs ̱mān 
es-sulṭān ibn üs-sulṭān es-sulṭān Aḥmed Ḫān ibnü’s-
sulṭāni’l-ġāzī ü’l-mucāhid fī’l-meʿārik ve’l-meġāzī 
Meḥemmed Ḫān ibni’s-sulṭān Murād Ḫān ibni’s-sulṭān 
Selīm Ḫān ibni’s-sulṭān Süleymān Ḫān (ayyada ’llāhu 
taʿālā ayyāma dawlatihi [20a] ’lḳāhira waanāra 
’lʿālamīna bishumūsi salṭanatihi ’zzāhiri mā dāmati 
’laflāku dā’iratan waʿuȳunu nucūmi’ssamā’i sāhiratan) 

Limünşi’ihi’lfaḳīr:
Ḫalḳ olaldan bu gümbed-i devvār * geşt eder kā’inātı leyl 

ü nehār.
Gözlerini açup nücūm-ı semā * şarḳ u ġarbı olupdurur 

seyyār.
Görmedi böyle bir şeh-i ʿādil * kim ide sāyesinde ḫalḳ 

ḳarār.
Kārı her dem ʿibādet ü ṭāʿat * fikri dā’im niẓām-ı mülk 

ü diyār.
Devlet ü dīni eyledi tecdīd * oldı maʿmūr cümle-i aḳṭār.
Maraż-ı ẓulm ile mizāc-ı cihān * ḫaste olup iderken āhla 

zār.
Anı defʿ etti ol şeh-i ʿādil * şerbet-i ʿadl ile idüp tīmār.
Cümle şāhān olup aña bende * ḳulı olmaġa ettiler iḳrār.
Verdi aña ḫarāc şāh-ı ʿacem * oldı kemter ġulāmı ḫān-ı 

tātār.
Böyle ḳuvvet bu deñlü şevket ü cāh * nice dehr oldı 

görmedi ebṣār.
Cümlenüñ bāʿisi ʿadālettür * kim o şeh anı eyledi iẓhār.
Böyle şāhı ḫudā ide bāḳī * ola baḫtı güşāde vü bīdār. 

[20b]

Vaḳtā ki ol şāh-ı ʿ ādil ve sulṭān-ı bīnaẓīr ü muʿādil mā’il-i 
cumʿa vü cemāʿāt ve rāġıb-i ʿibādāt u ṭāʿāt ve ʿāzim-i 
eṣnāf-ı ḫayrāt u müberrāt oldı ise şehrüñ bir cāy-ı 
feraḥfezāsında bir cāmiʿ-i behişt-āsā bināsına şürūʿ vü 
niyyet ve sürʿat-i itmāmına ʿ azīmet idüp bir binā’-ı ʿ ālīye 
mübāşeret eylemişdür ki ṭarz-ı ḫūb-ı bedīʿu’l-üslūbını 
mülāḥaẓada ʿuḳūl-i miʿmārān-ı cihān ve ṭarḥ-ı maṭbūʿ 
u merġūbını resm ü taṣvīrde efkār-ı mühendisān-ı 
cihān ʿāciz ü sergerdāndur bu daḫı ol şāh-ı Cem-cāh 
ḥażretine maḥż-ı ilhām-ı rabbānī ve feyż-i sübḥānīdür 
ki gūyā ḳuṣūr-ı cināndan bir ḳaṣr-ı ʿālīnüñ taṣvīr-i 
dilpezīri āyīne-i taṣavvur-ı şāh-ı bīnaẓīrde rūnümā 
vü cilveger olup ol ṭarḥa muvāfıḳ ve ol üslūb-ı bedīʿe 
muṭābıḳ binā’ olınmıştur. Vaḳtā ki bu re’y-i sedīd ḫāṭır-ı 
feyż-me’āsir-i şāh-ı cihānda ẓāhir ü bedīd oldı ṣāḥib-i 
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Rişte-i saṭra naẓma saʿy eyle * ʿaḳd-i dürr-i duʿā-yı 
sulṭānī.

İbtidāsı çü ḥamd-i Ḥaḳḳ oldı * āḫiri ola medḥ-i ḫāḳānī.
Medḥ idüp ʿadd iderdüm evṣāfın * ḥaṣra ḳābil olaydı 

iḥsānı.
Budur icmāli kim o şāh-ı cihān * aña dehr içre yoḳdurur 

sānī.
Oldı bu dūdmān içinde o şāh * behcet-efzā-yı nesl-i 

ʿosm̱ānī.
İtti iḥyā vücūd-ı dünyāyı * şimdi oldur bu ʿālemüñ cānı.
Bendesi olmaġile faḫr eyler * Mekke eşrāfı vü Ḳırım 

ḫānı.
Ḳosa bir şeh işigine başın * geçer ol demde başı keyvānı.
Yā ilāhī, ol şāh-ı pür-cūduñ * cümle āfetten ol nigehbānı.
Müddet-i ʿömr-i Nūḥ’a vāṣıl ḳıl * devletiyle o şāh-ı 

devrānı.
Eyle sābit o rükn-i islāmı * sābit olduḳça dehrüñ erkānı. 

[23b]

Tā ki nesāyim-i nefeḥāt-i ilāhī ve şemāyim-i fütūḥāt-i 
nāmütenāhī mehebb-i ġaybdan mütenessim ve şevā-
riḳ-i envār-ı ʿināyāt-ı ezelī maṭlaʿ-ı lā-reybden müte-
bessim ola pādişāh-ı gerdūn-vaḳāruñ ṭavāliʿ-i devlet ü 
iḳbāli ufḳ-ı te’yīdāt-ı raḥmānīden raḫşān u fürūzān ve 
levāmiʿ-i ʿ izz u iclāli tutuḳ-ı ʿ ināyāt-ı rabbānīden tābān u 
dıraḫşān olup saʿādet-i simāt-ı mekārim-ṣıfātları serīr-i 
salṭanat-ı cihānbānī ve sedīr-i celālet-i cāvidānī üzre 
celīs idüp türāb-ı bāb-ı ʿ atebe-i refīʿü’l-cenābları merciʿ-i 
me’āb-ı selāṭīn-i kāmgārān ve südde-i seniyyeleri melce’ 
ü melāz-i fi’e-i erbāb-ı ḫavāḳīn-i nāmdārān olmadan 
ḫālī olmaya, āmīn bi-ḥürmet-i seyyidi’l-mürselīn 
Muḥammedin Muṣṭafā (ṣallā ’llāhu ʿalayhi wasallam).

İdeli devlet ile taḫta cülūs * oldı aʿdā ḥużūrdan me’yūs.
Sāye-i ʿadli olalı memdūd * oldı dervāze-i fiten mescūd.
Reşeḥāt-ı seḥāb-ı iḥsānı * eyledi tāze gülşen-i cānı.
Ola ʿömr ü saʿādet-i şeh-i dīn * cāvidān rūz-ı ḥaşra dek 

āmīn.

muṣannaʿ u ḫūbdur ve leṭāfet-i naḳş u nigārına baḳılsa 
gūyā envāʿ-ı libās-ı münaḳḳaş ve ḥilye vü cevāhir-i dilkeş 
ile müzeyyen ü muḥallā bir nigār-ı maḥbūbdur ṣanʿat-ı 
vaṣṣālīsi bir kārdur ki neẓāre muḥayyer-efkār olup her 
görenler (beyt)
Böyle ṭarḥı nice fikr idüp getürdi yādına * ṣad hezārān 
āferīn ol ṣanʿatuñ üstādına.

diyüp envāʿ-ı taḥsīn ile hezārān āferīn dirler. Vaḳtā 
ki mezbūr bendeleri ol ḫıdmeti itmām ve ol ṣanʿatda 
mehāretini iẓhārda ihtimām eyledi, bir dībāce inşā edüp 
muraḳḳaʿı vaṣf ve bāʿis-i kār olan cenāb-ı ḫudā vendigārı 
medḥ u taʿrīf ḫıdmetini bu ʿabd-i żaʿīfe teklīf idüp bu 
faḳīr daḫı beyān-ı ʿ özr u taḳṣīr edüp “Fenn-i şiʿr ü inşāda 
rācil ü ḳāṣır ve ḫıdmet-i [22b] pādişāhīye lā’yıḳ olan 
mertebeye ġayr-i ḳādirem” diyü cevāb virdükte mücāb 
olmayup “İle’l-ān ḫıdmet-i şāh-ı ʿālīşāna niçe naẓm u 
nesr-i perīşānuñ vāṣıl belki ekse̱ri maḳbūl-ı sulṭānī olup 
muḳābelesinde envāʿ-ı ʿaṭāyāya nā’il olup ʿayb u 
hünerüñ maʿlūm-ı pādişāhī ve ʿ uyūbuñla ḳarīn-i ḳabūl-i 
şehinşāhī olup sen bir pīr-i bīkes iken saña iḥsānı ile 
meded-res olup çerāġ-ı ḫāṣṣ ve dāʿī-i ḳaviyyü’l-iḫtiṣāṣ 
idüp ḥālā manṣıb-ı celīl-i ḳażā’-ı ʿasākir-i Rūm ili ile 
serefrāz ve sā’ir ʿ ulemādan mümtāz eylemişdür imdi bu 
iḥsānuñ şükrini edā ve ḥaḳḳ-ı niʿmeti ḳażā’ içün 
mübāşeret ve itmāmına müsāraʿat eylemek gerektür” 
diyü ilzām eyledükte kelāmı ḥaḳḳ ve maḳāli ṣadaḳ 
olmaḳ ile mutawakkilan ʿ alā rabbi’lanām mübāşeret ve 
iḳdām olunup biʿawnihi taʿālā vāṣıl-ı ḥayz-ı itmām 
olmıştur. ümmīddür ki maṭāvīsinde olan zellāt u ḳuṣūr 
dāmen-i ʿafv-i şehinşāhī ile mestūr olup har ʿayb ki 
sulṭān bupusandad hunar ast faḥvāsı üzre ol sulṭān-ı 
pür-cūd ʿuyūbını hünerden maʿdūd eyleye [23a] 

Limunşi’ihi ’lfaḳīr
Ey Kemālī, çü nesr-i dībāce * ʿ avn-ı Ḥaḳḳile buldı pāyānı.
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It is established by people of reason and knowledge, 
who are assessors of gems and jewels of learning, and 
by people of understanding and insight, who are copi-
ers of books and treatises of erudition, and it is engraved 
and written on pages of sound minds that, with regard 
to the pen, the fact that the Lord of all worlds has sworn 
“by the pen and what they write” is true evidence and 
proof of the greatness and loftiness of the status of the 
pen. Therefore, the rank of the instrument of writing 
being at this level, it is clear at what exalted level writ-
ing itself is, especially since the chief of all writers of the 
prophetic excellency and cousin, he who stood at the 
station of li maʿa ʾ llah, i.e., His Excellency ʿ Ali, saint and 
treasury of the city of every knowledge visible and invis-
ible (may God ennoble his countenance), the foremost 
of all the calligraphers of the world and leader of all 
scribes in establishing the Kufic script, [19a] by saying, 
“Have good writing, for it is among the keys of suste-
nance,” indicated that beautiful writing was esteemed 
and desirable among the people of the world and that 
it was the key to livelihood and a cause for obtaining all 
sorts of good things, and he encouraged its acquisition. 
In fact, because they have described beautiful writing 
as “When writing is devoid of the gray hair of beauty / 
The paper gains from it only the blackness of shame,” 
past masters and calligraphers have created various 
scripts and invented beautiful and harmonious forms 
for the shapes of letters, and, just like the forms of 
human beings, there is a special beauty and glory in 
each of them, which delights the eye of connoisseurs 
who gaze at them, and induces joy in the minds of 
experts who contemplate them. Therefore, in order to 
protect and guard graceful pages and exquisite writings 
produced by masters of the world of calligraphy from 
the maelstrom of the vicissitudes of time, lest they 
wither like autumn leaves and become scattered and 
lost with the succession of days and nights and the pas-
sage of days, [19b] some masters of album-making 
hunted down those beautiful examples, every one of 

Innumerable praises and unlimited thanks are appro-
 priate for that possessor of existence through whose
 exalted and eternal will the universe and all peoples
 were brought into being, especially the best of the
 children of Adam, by first creating the pen in accordance
 with the dictum, “The first thing God created was the
 pen,” and by placing therein “all that was and would be.”
According to the line,

 All that has been and is and will be was recorded on the
page of goodness,

 by divine command it wrote on the page of the Preserved
 Tablet, and by joining that subtle page to the folios and
 layers of the celestial spheres, with rays of light from the
 world-illuminating sun, [such] a beautiful album and
 pleasure-increasing book, adorned with such strange
 colors and amazing designs of stars, came into being
 [18a] that the minds of this world’s painter-designers
 are dumbfounded in comprehending its design and
 myriads of Manis and Bihzads are stymied in depicting
its like.

Praise be given to him who is the final goal of the exis-
tence of the universe, the beloved of God, namely the 
Chosen One, His Highness Mustafa (i.e., the Prophet 
Muhammad) who, when divine inspiration and inimi-
table scripture descended from heaven, to his heart 
came the words, “Recite, for your Lord is the most gen-
erous, who taught by the pen, taught mankind what he 
knew not,” and the instrument of acquisition of knowl-
edge for the learned, who are the most noble of all 
nations of human beings in accordance with the words, 
“Are they who know equal to them who know not?” is 
clearly the pen. So also may the best of his house and 
companions, followers, and devotees share in those 
prayers, for the pens of the learned are aided by the ink 
of their endeavors [18b] and their beneficial decisions 
and commands go to all parts of the world. God’s con-
tentment be with them all.
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 determined to begin and soon complete in a delightful
 spot in the city the building of a paradisiacal mosque,
 contemplating the beautiful and novel architectural
 style of which astonishes the minds of the world’s
 architects and the admired design of which the world’s
 engineers are unable to picture and depict. And it was
 as if the magnificent king had been divinely inspired by
 the pleasing representation of a lofty palace in paradise
 that became reflected in the mirror of his imagination.
 It was built in accordance with that design and novel
 style. When this perception manifested itself in the
 mind of the king of the world, he issued an order to
 his servant—a possessor of piercing intelligence, an
 assayer of mental gems among critics, he who was
 acceptable at the royal court and treasurer of the secrets
 of world rule, trusted servant of the Exalted State and
 loyal believer in his Glorious Majesty, by whom I mean
 the Agha of the Imperial Harem, el-Hacc Mustafa Agha
 (may the Lord cause him to attain in the shadow of the
 sultan’s felicity whatever He wills). According to this
 order that must be obeyed, it was necessary to have a
 trusted overseer for that strong and solid building from
 among servants of the imperial threshold. It occurred
 to the royal mind that the task should be turned over
 to the Finance Officer of the Second Financial Division,
 Kalender Efendi, a trusted man and a man of the arts,
 who was an expert in the matters of construction and
 in the science of geometry and aware of every craft. The
 glorious Agha, intuiting what was in the ruler’s mind,
 said, “My sovereign, it is certain that no one is more
 suitable for that great service among Your Majesty’s
 servants because he is intelligent and perceptive and, as
 well as being experienced, is an expert in the science of
 geometry and capable of inventing all sorts of designs,
 images, and drawings, [21b] and his equal is rare. It is for
 that very reason that he is firmly established among the
 masters of the Ottoman lands and of Iran as peerless in
 the arts of paper joining and making albums.” Since that
 just monarch was much inclined to the art of beautiful
 writing and cognizant of the subtleties of design and
 depiction, and his noble heart was inclined to exquisite
 books and charming albums, his abovementioned
 servant collected innumerable examples of calligraphy
by ancient masters and designs and pictures by painter-

 designers from Cathay and China, joined them by

which was like a beloved youth sprouting down, assem-
bled them, joined them together, made them like assem-
blies in paradise above by arranging and adorning them 
with designs and gold wash, and made them gifts for the 
assemblies of rulers to give splendor to the library of the 
just sovereign. Thanks be to God, the current ruler of 
the inhabited quarter of the globe and king of kings of 
all those who dwell beneath the celestial sphere, he who 
carries out the command, “God commands justice and 
beneficence,” by giving assistance to the learned and 
pious and to the poor and weak, is the mighty sultan 
who shares a name with His Highness Ahmed (i.e., the 
Prophet Muhammad) the Chosen, king as puissant as 
Alexander, emperor as magnificent as Feridun, the 
Shadow of God on earth, possessor of the climes of the 
dusty expanse in all its length and breadth, the pride of 
the dynasty of the family of Osman, the Sultan, son of 
the Sultan, Sultan Ahmed Khan, son of the Sultan Ghazi 
who fought in battles and raids, Mehmed Khan, son of 
Sultan Murad Khan, son of Sultan Selim Khan, son of 
Sultan Süleyman Khan (may God assist the days of his 
all-conquering fortune [20a] and illuminate the world 
with the suns of his flourishing rule as long as the celes-
tial spheres spin and the eyes of the stars in the sky are 
awake at night). By the humble composer:

Ever since this spinning dome was created, it has traversed 
the universe day and night. / The stars in the sky open their 
eyes and move east and west. / They have not seen such a just 
king in whose shadow people rest. / Every moment his labor 
is worship and obedience; his thought is always to maintain 
order in his realm. / The state and religion he has renewed; 
all realms have become flourishing. / The constitution of 
the world having become ill with the disease of tyranny, the 
people cried out. / That just king has repulsed it and treated 
the world with the potion of justice. / All kings have become 
slaves to him and have confessed their servitude. / The king 
of Iran has given tribute to him; the khan of the [Crimean] 
Tatars has become his most humble servant. / Such might, 
magnificence, and glory for many ages the eyes have not seen. 
/ The cause of it all is the justice that the king made manifest. 
/ May God make such a king everlasting; may his fortune be 
vast and awake. [20b]

 Since that just king and peerless sovereign was inclined
 to observe Friday prayers in congregation and to
 perform religious observances and charitable acts, he
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 on the Lord of humanity, I undertook the task, and
 with his assistance it was completed. It is hoped that
 any mistakes and shortcoming enveloped within it may
 be pardoned by the sovereign. In accordance with the
 dictum, “Every flaw the sultan approves is a virtue,” may
 that generous sovereign reckon its flaws as skills. [23a]
By the poor composer:

O Kemali, since the prose of the foreword has, with God’s help, 
come to an end, / Now try to versify a necklace of pearls of 
prayer for the sultan. / As the beginning was praise of God, 
let the end be praise of the sovereign. / I have recounted his 
praiseworthy qualities and beneficence insofar as was pos
sible. / This is the summary of it all, that in the world that 
lord of the world has no equal. / That king has become in this 
dynasty the glory of the Ottoman progeny. / He has revived 
the body of the world: now he is the soul of the universe. / The 
nobles of Mecca and the khan of Crimea are proud to be his 
slaves. / The moment a king places his head on his threshold, 
his head rises far above Saturn. / O God, protect that generous 
king from all calamities. / Let that king of the age live as long 
as Noah with good fortune. / Make firm that pillar of Islam for 
as long as the pillars of the world remain firm. [23b]

 So long as breezes of divine breaths and wafts of infinite
 miracles blow from the other world and dawning rays
 of eternal favor break from the supernal realm, may the
 majestic sovereign’s ascendant stars of good fortune
 twinkle and shine from the horizon of godly assistance
 and may the lights of glory and magnificence glow from
 the sanctuary of heavenly favor, and may the felicity of
 his excellent qualities cause him to occupy the throne
 of majesty and world rule, and may the dust of the gate
 to his exalted threshold be the resort of mighty rulers,
 and may his glorious threshold be ever the refuge of
 renowned emperors. Amen, through the sanctity of the
 Lord of Apostles, Muhammad the Chosen (may God
pray for him and give him peace).

Since he has sat upon the throne in fortune, enemies have 
despaired of comfort. / Since his shadow of justice has been 
extended, the gate of tribulation has been shut. / Drops from 
the cloud of his beneficence have given new life to the garden 
of the soul. / May the life and prosperity of the king of religion 
be eternal until the day of resurrection. Amen.

 the art of paper joining and created an album in an
 excellent manner and novel style to present as a gift
 for the royal court and to his His Majesty, so as to show
 His Highness his expertise in the science of geometry
 and his skill in building. Having set forth on that labor
 and hastening to complete it, thanks to Him, it has now
 been finished, and truly it is such a wondrous album
 that the arts of gathering and joining manifested in it
 will surely bewilder the minds of the masters. [22a]
 In sum, it is a book worthy of being presented to that
 majestic sovereign, endowed with a refined and pure
 heart, and is in conformity with his critical nature. It
 has become a beautiful book of praiseworthy style such
 that if one gazes at the canonical rules embodied in its
 calligraphies, it furnishes information on the artistry of
 past masters, as a book of artifice and beauty. And if
 one gazes at the subtlety of its designs and pictures, it
 is as if it were a beloved who is adorned with variously
 embroidered garments and is decorated and jeweled
 with heart-attracting gems. The art of joining exhibited
 therein is a work that astonishes the eye, and everyone
 who sees it says, “How did he bring to his mind such a
 design; a hundred thousand praises for the master of
 that art,” and heaps upon it thousands of bravos. When
 his aforementioned servant set about completing that
 task and exhibiting his expertise in that art, he charged
 this humble servant with composing a foreword and
 praise of the album and the sovereign for whom it was
 created, but I expressed my apologies and inability,
 pleading my pedestrian attempts in the arts of poetry
 and composition [22b] and saying that I was incapable
 of producing anything worthy of the sovereign, but he
 replied that my excuses were unacceptable, saying,
 “Prior to now you have produced several scattered
 specimens of poetry and prose for the exalted monarch
 and most of them were esteemed by the sultan, and in
 return for them you received various gifts. Your faults
 and skills are known to His Majesty and, despite your
 flaws, you have been found acceptable to the monarch.”
 He convinced me by saying, “You, a poor old man,
 have been rewarded and honored with the position of
 chief judge of the troops of Rumelia and distinguished
 among all the learned. In thanks for such generosity you
 should hasten to undertake and complete it.” Relying
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APPENDIX II: PREFACE TO THE AHMED I ALBUM, B. 408, FOLS. 1B–4B, 

TOPKAPI PALACE MUSEUM LIBRARY

A. Facsimile of B. 408, fols. 1b–4b

(Photos: courtesy of the Topkapı Palace Museum Library)

Ahmed I Album, B. 408, fol. 1b.
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Ahmed I Album, B. 408, fol. 2a.
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Ahmed I Album, B. 408, fol. 2b.
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Ahmed I Album, B. 408, fol. 3a.
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Ahmed I Album, B. 408, fol. 3b.
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Ahmed I Album, B. 408, fol. 4a.
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Ahmed I Album, B. 408, fol. 4b.
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mennān, es-sulṭān ibni’s-sulṭān Sulṭān Aḥmed Ḫān ibn-i 
Sulṭān Meḥmed Ḫān ibn-i [2b] Sulṭān Murād Ḫān (ayy
ada ’llāhu ta‛ālā mulkahu wadawlatahu wasalṭanatahu 
ilā yawmi’lwa‛d wa’lmīzān) ki der-i devlet-niṣāb ve 
vücūd-ı nāyābları südde-i sa‛ādet-medār ve ‛atabe-i 
‛aliye-i ‛adālet-ḳarār u şehinşāh-ı sipihr-iḳtidār u 
ma‛dilet-āsārdur dāyimā cevāhir-i ‛irfān-ı ‛avārif ü le’ālī-i 
ma‛ānī vü ma‛ārif birle ḳalb-i laṭīfleri memlū olmaġile 
ol dürer-i ġurer-i ṣanāyi‛ ü bedāyi‛i sarāy-ı bī‛-ayb u 
serāperde-i lāreybde olan enfes-i nefāyis-i maḳālāt ve 
aḥsen-i maḥāsin-i muṣavverāt benāt-ı nükāta ḥilye-i 
ḥulel-i elfāẓ u ebṣārla zīver ü zīb verüp zīnet-i dilfirīb  
ile ḳulūb-ı cihānbānı firīfte ve ṭab‛-ı ehl-i dilānı  
alüfte vü āşüfte itmişlerdür. İmdi her bār ki āyīne-i  
ṭab‛-ı mücellā-yi rūzgār manẓar-ı i‛tibār-ı ülī’l-abṣār dur 
dāyimā ṣūretnümā-yı naḳş u nigār iken ḥavādis-i 
rūzgār-ı nāhemvārdan jeng vāḳi‛ ola. Anuñ gibi eyyām-ı 
nāfercāmda ba‛zī ṣuver-i mu‛teber u siyer-i pür-‛iber-i 
selef ü ḫalef manẓūr ve mezkūr olıcaḳ mürūr u ẓuhūr-ı 
gerdiş-i gerdūn ve envā‛-ı eṣnāf-ı naḳş-ı būḳalemūn ile 
nümāyān olan āsār-ı ğarībe vü eşkāl-i ‛acībenüñ 
taḫayyülāt ü taṣavvurātı bā‛is-i taḥṣīl-i sermāye-i ‛ilm-i 
ḥikmet ve sebeb-i tekmīl pīrāye-i ‛ayn-ı ‛ibret 
olduğundan mā‛adā ol zāt-ı ferḫunde-sumāt-ı pādişāh-ı 
‛ālī-derecāta mūcib-i tenşīṭ-i ḫāṭır-ı ḫaṭīr u müstevcib-i 
taṭyīb-i żamīr-i münīr ve ḳalb-ı müstenīr olmaḳ 
muḳarrer u muḥaḳḳaḳdur. Binā’en ‛alā hāzā, ol ẓıll-i 
ẓelīl-i hümā-sāye, a‛nī pādişāh-ı felek-pāye ve şehinşāh-ı 
Ḫudā-sāye ḥażretlerine Rūm’da [3a] vü A‛cāmda 
meşhūr u müte‛ārif olup her birisiniñ ḫaṭṭ u naḳş-ı pür-
āsārı maḳām-ı i‛cāzda olan Mīr ‛Alī ve Şāh Maḥmūd ve 
Nūr ‛Alī ve daḫı niçe bunlar mertebesine vāṣıl u nāyil 
olan ḫoşnüvīsān-ı selef ü naḳşbendden naḳḳāşı ve 
āsārından mü’esseri müşāhede olunan Bihzād u Erjeng 
u Mānī mānendi naḳḳāşān-ı pīşīn ve envā‛-ı sa‛y u kūşīş 
ile ‛ilm-i mūşikāfta diḳḳatle ḳılı ḳırḳ yarar yarı aḳrānı 
müzehhibān-ı müteḳaddimīn ‛ömrlerin ve maḳdūrların 

APPENDIX II

B. Transliteration of the Preface to the Ahmed I Album, B. 408 (fols. 1b–4b), by Wheeler M. Thackston

Muraḳḳaʿ-ı Pādişāh-ı Cihān Sulṭān Aḥmed Ḫān

(Ḫallada ’llahu mulkahu waabbada salṭanatahu ilā yawmi ’lḥaşri wa’lmīzān. āmīn.)

Ḥamd-i bī-ḥadd u bī-ḥisāb ve şükr-i lā-yu‛add u bī-
irtiyāb ol cenāb-ı rabbü’l-erbāb u müsebbibü’l-esbāba 
ki mubdi‛-i bedāyi‛-i ġarībetü’l-āsār ve mūcid-i ṣanāyi‛-i 
‛acībetü’l-eṭvārdur maṣnū‛āt-ı ‛izz ü şāna ve mükevvināt-ı 
fażā’-ı birr ü ihsāna vüfūr-i ḳudret-i kāmile ve ẓuhūr-ı 
meşiyyet-i şāmilesinden bu gümbed-i mīnā ve çarḫ-ı 
felek-fersā ve dünyā vü māfīhāyı ol “lawlāk lawlāk lamā 
ḫalaḳtu’laflāk” elḳābıyla müşerref olan iki cihān faḫrı 
ḥażret-i risālet-penāh yüzi suyına ḫalḳ edüp ve her 
eşyanuñ sebeb-i ḫilḳatin ve cibillet ve tabī‛atin ḳudret ü 
ḥikmetine mebnī ḳılup ve āb u ḫāk u āteş u bāda imtizāc 
verüp kendü dest-i ḳudretiyle ‛anāṣır-i erba‛adan taḫmīr 
ü taṣvīr edüp nafaḫtu fīhi min rūḥī ḫiṭābıyla teşrīf ḳılup 
ol bā‛is ü bādī-i vücūd-ı insān nebi-yi aḳdem, mübārek-
ḳadem, ṣafī, ṣāfī-dem [2a] a‛nī ebū’l-beşer Ādem (ṣallā 
’llāhu ‛alayhi vesallam) ḥażretlerini ketm-i ‛ademden 
ṣaḥīfe-i vücūda getürüp laqad karramnā banī ādam 
mefhūm-ı şerīfiyle mu‛azzez ü mükerrem itmiştür.

Elḥamdu lillāhi te‛ālā vaḥdehü ve ba‛dehü ṣalāt-ı 
bī-nihāye ve selām-ı bilā-ġāye ol maṭla‛-ı dīvān-ı nübüv-
vet ve ol maḳṭa‛-ı ḳaṣīde-i risālet ve ol mihr-i āsmān-ı 
fütüvvet ve şer‛-ı dīn-i millet ve sirāc-ı münīr-i ümmetüñ 
üzerine olsun ki ḫātimü’l-enbiyā ve’l-mürselīn ve nāşirü 
kelāmi’l-ḥaḳḳ ve’d-dīn, şefī‛ü’l-müznibīn, raḥmeten 
lil‛ālemīn, pīşvā-yı muḳtedā-yı ‛āmme-i emānī, 
rehnümā-yı mültecā-yı ḫayrü’l-enām, ḥabīb-i zü’l-celāl 
ve’l-ikrām, a‛nī ḥażret-i Muḥammed-i Muṣṭafā (‛alayhi 
’ssalām)dur, ve dürūd-ı bī-encām ol çahār-yār-ı zevī’l-
iḥtirām ve ol āl ü aṣḥāb-ı kirāma ki ṣalāt-ı ḫamse-i 
mafrūże edāsında ve sünnet-i seniyyeleri icrāsında 
iḳdām-ı tām ve ihtimām-ı mālā-kelām göstermişlerdür, 
riḍwānu’llāhi ta‛ālā ‛alayhim acma‛īn.

Sulṭānü’l-ġuzāti’l-mücāhidīn, ḳahramānü’l-‛uṣāt ve’l-
mu‛ānidīn, mefāḫirü’l-‛aṣr ve’z-zamān, ma‛ādinü’l-‛adl 
ve’l-amān, ḫalīfetü’d-devrān, ṣāḥibü’l-ḳadr ve’l-iz‛ān, 
nāşirü’l-in‛ām ve’l-iḥsān, güzīde-i ehl-i īmān ve zübde-i 
āl-i ʿOs ̱mān, el-maḫṣūṣ bi-‛avni ‛ināyeti’l-meliki’l-
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ḫafī vü pūşīde değildür her birisine im‛ān-ı naẓarla  
iltifāt müte‛alliḳ olsa inşā’allāhu te‛ālā çār gūşeleri vü 
muḳābelesi cemī‛an biri birisine eger renginde vü eger 
cirminde vü ṭūl-ı ‛arżında muvāfıḳ u muṭābıḳ vāḳi‛ 
olmıştur. Sa‛ādetlü vü şevketlü vü marḥametlü pādişāh-ı 
Cem-cāh-ı ‛aẓamet-şi‛ār ḥażretlerinden mercū vü 
mütevaḳḳi‛dür ki dāyimā bu ḳullarını ḫıdmet-i şerīfleri 
ile teşrīf buyurup naẓar-ı iltifātları ile muġtenem idüp 
dil-nüvāzluḳdan ḫālī olmayalar ve bu kemīne-i dīrīne 
bendelerinüñ daḫı bu rūzgār-ı rūzgār-ı serī‛ü’d-devvārda 
bu deñlü diḳḳat ü ihtimām ile maḳdūr ṣarf eylemekten 
murād bu āna degin niçe erbāb-ı ḥaysiyyet ü aṣḥāb-ı 
me‛ārifle ḫulṭa idüp rūzgār-dīde vü kār-āzmūde 
üstādlara muḳārin olup vü bu deñlü zamāndan berü 
taḥṣīl eyledüğüm ma‛rifet eyyām-ı sa‛ādet-i şehriyārī ve 
hengām-ı devlet-i tācdārīde żāyi‛ olmayup alḥamdu 
lillāhi ta‛ālā walirasūlihi [4b] böyle bir ‛adl-güster, 
ra‛iyyetperver, haḳ-şinās devlet-esās, ehl-i naẓar 
pādişāh-ı dīnpenāh ḥażretlerinüñ ḥużūr-ı şerīflerinde 
şikeste vü beste olan taṣannu‛āt maḳbūl-ı şerīfleri vü 
pesendīde-i laṭīfleri olup gāhī naẓar-ı bī-naẓīrleri 
müte‛alliḳ olduğı maḥżā devlet-i ‛uẓmā vü sa‛ādet-i 
kübrā olmağın fermān-ı sa‛ādet-‛unvānları üzere her 
birisi yerlü yerine tertīb ü tekmīl olunmıştur.

Hemīşe sulṭān-ı āftāb-ı ‛ālemtāb serīr-i mıṣr-ı gerdūn-ı 
nīlgūn üzere eşi‛a-i leme‛āt-ı fāyiżu’l-envār birle 
nümāyān u tābān olup envār-ı meymenet-āsārından 
müfāriḳ-ı ‛āmme-i maḫlūḳāt müstenīr ü müstefīż ola. 
Padişāh-ı Cem-cāh u ‛ālem-penāhumuñ ḫiyām-ı vācibi’l-
ihtirām vücūd-ı pür-cūd-ı mes‛ūdları evtād u aṭnāb-ı 
imtidād-ı ḫulūd birle ilā yevmi’l-mev‛ūd keşīde vü 
memdūd olup farḳ-ı ferḳadsāy-ı iḳbāl-i ebed-ittiṣāl vü 
tārek-i milk-i hümā-yı devlet-i bī-iḫtilālleri gevher-i tāc-ı 
ibtihāc birle mücellā olup şevket-i salṭanat-i ‛adālet-
nümūnları rūz-be-rūz efzūn ve a‛dā-yı devletleri şikeste 
vü maḥzūn olup memālik-i İslāmiyye sāye-i ḥimāyetle-
rinde āsūde ve farḳ-ı ‛aduvvları sümm-i semend-i 
sa‛ādetleri altında fersūde ola. Āmīn biḥurmati sayyidi 
’lmursalīn.

ḫarc u ṣarf edüp yazup ve çizüp vücūda getürdükleri 
bīnaẓīr u bī‛adīl ḫaṭṭ u taṣvīrlerden ba‛żı tuḥaf u hedi-
yye vü armağān vü ba‛żısı daḫı ṭaleb-i ricā-yı in‛ām u 
iḥsān-ı pādişāhī içün virdükleri muḳaṭṭa‛āt u evrāḳ bir 
yere cem‛ olup her birisinin biri birisine münāsebeti ile 
tertīb olunup bir müzehheb vü mücelled vü mükellef 
muraḳḳa‛ olması ‛aẓametlü vü sa‛ādetlü pādişāh-ı dād-
āver ḥażretlerinüñ murād-ı şerīfleri olup ve ḥadd-ı zāt-ı 
sa‛ādet-sumātlarında bu maḳūle ma‛ārif-i cüz’iyye vü 
külliyye vü tuḥaf vü tefāruḳ-ı hediyye ḳılmağa meyl-i 
şerīfleri olmağın ve bu ḳulları daḫı ḳadīmden bu maḳūle 
üstād ḫaṭlarıyla olan muḳaṭṭa‛āt u taṣvīrāt evrāḳını biri 
birisine münāsebeti ile [3b] envā‛-ı reng-āmīz kâğıdlara 
vaṣl edüp muraḳḳa‛ etmeği ḳadīmden bu güzergāh-ı 
pür-‛iberde vaṣṣāle-i nādire-kār u müte‛ayyināt-ı rūzgār 
olup bu ḥaḳīrüñ üstādı Muḥammed Şerīf-i Bağdādī’den 
görüp muḳaddemā daḫı bir iki def‛a cenāb-ı ni‛mel-
me’ābları içün ba‛żı cöngler ve kitāblar te’līf ü tertīb ü 
taṣnīf ü tezyīb olunduḳta şevketlü vü sa‛ādetlü pādişāh-ı 
Cem-cāh ḥażretlerinüñ kerem-i ṭab‛-ı pür-himemlerin-
den maḳbūl-ı şerīf ü pesendīde-i laṭīfleri olmış idi. Ḥaḳḳ 
(calla wa‛alā) vücūd-ı pür-cūd naẓar-ı bī-naẓīrlerin ḫaṭā 
vü ḫaṭarlardan maḥfūẓ u maṣūn idüp yevmen fe-yev-
men ‛adl ü dād ve ṭā‛at u ‛ibādetlerin ziyād ve memālik-i 
maḥrūseleri rebbi’l-‛ibād ābād edüp ‛ömr ü devlet-i 
sermedī müyesser u muḳadder itmiş ola. Āmīn, biḥur
mati sayyidi ’lmursalīn. 

Yine bu def‛a daḫı cümle ṣuver u ḫuṭūṭ evrāḳını birik-
dürüp bu ‛abd-ı ḳalīlü’l-biżā‛a cānibine gönder diklerinde 
hemān cān u dilden sem‛an ve ṭā‛aten deyüp fermān-ı 
hümāyūn-ı sulṭānī her ne ise şeref-i rütbet-i a‛lā ve 
ḫıdmet-i şerīfeleri cān-ı ‛azīzüme minnet-i ‛uẓmā farż 
idüp dāyire-i imkānda olan ṣanāyi‛-i nādīde vü bedāyi‛-i 
nāşenīde ḫarc u ṣarf idüp eger [4a] rengāreng olan 
naḳş-ı būḳalemūnī ebrī vü sulṭānī vü aḥmedābādī vü 
devletābādī vü ḫitāyī vü ‛adilşāhī vü ḥarīrī vü semerḳandī 
evrāḳtur ve eger ṣan‛at-ı vaṣṣālīde her bir ḳıṭ‛anuñ 
kenārlarına fereskūrī alaca ḳumāş ṭarzında ikişer ü üçer 
ḳāt ḫurde evrāḳtur ḫurdebīnān u ḫurdedān ehl-i ‛irfāna 
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APPENDIX II

C. Translation of the Preface to the Ahmed I Album, B. 408 (fols. 1b–4b), by Wheeler M. Thackston

Album of the World Emperor Sultan Ahmed Khan

(May God perpetuate his kingdom until doomsday. Amen)

pletely and concentrated their attention beyond doubt 
on performing the obligatory five prayers and imple-
menting the glorious tradition. May God be pleased 
with them all.

Sultan of religious warriors, conqueror of rebels and 
opponents, pride of the age and time, mine of justice 
and peace, caliph of the age, puissant and mighty one, 
spreader of beneficence and charity, chosen one from 
the people of faith, best of the Ottoman family, he who 
has been singled out for divine favor, the sultan, son of 
the sultan, Sultan Ahmed Khan, [2b] son of Sultan 
Mehmed Khan, son of Murad Khan (may God assist his 
kingdom, state, and rule until the promised day of the 
balance), he whose gate is felicitous, whose existence is 
rare, around whose throne happiness revolves, whose 
lofty threshold is the abode of justice, a king of kings as 
mighty and just as the celestial sphere. In addition to 
the fact that his delicate heart is always filled with gems 
of knowledge and pearls of learning, those matchless 
pearls of crafted marvels, the personages of precious 
words and best of the features of depicted things are 
matchless pearls of crafted marvel in the flawless pal-
ace and heavenly castle adorned with words garbed in 
raiment of words and insight, which seduced the hearts 
of world rule and mussed the natures of the people of 
the heart with their beguiling beauty.

 Now, inasmuch as the mirror of the polished nature 
of time has always been an object of instruction for 
those possessed of insight, it constantly reflects images 
of designs and figures, but is sometimes tarnished with 
the verdigris of untoward vicissitudes. In such infelici-
tous times, if some instructive images from predeces-
sors and successors are gazed upon and remembered, 
imagining and picturing to oneself the various sorts of 
chameleon designs, images of strange traces and mar-
velous shapes that occur with the passage and appear-
ance of the spinning of the celestial sphere will certainly 

Limitless and unending praise and untold thanks are 
fitting for the Lord of Lords, the causer of all causes 
who is the originator of strange marvels and inventor of 
amazing crafts, who created this blue dome, the wheel 
of heaven, and the world and everything that is in it for 
the sake of His Prophetic Excellency, the pride of this 
world and the next who was dignified by the words, 
“Were it not for you, were it not for you, I would not 
have created the celestial spheres,” in order to show his 
total power and all-encompassing will to those things 
fashioned by his might and those things brought into 
existence in the space of beneficence. Having based 
the creation and nature of all things on his power and 
wisdom, and having mixed together water, earth, fire, 
and air, with his own puissant hand he kneaded and 
fashioned the four elements, addressed them, saying, “I 
breathed into him of my spirit,” and brought onto the 
page of existence the original human, the most ancient 
prophet, he of blessed footsteps, the pure [2a] father of 
humankind, Adam (may God pray for him and give him 
peace), from the hidden recesses of nonexistence, and 
then he ennobled him with the words, “We ennobled 
the sons of Adam.”

Praise be to God alone, and then may there be limit-
less prayers and greetings for him whose name stands 
at the head of the register of prophecy, the last name in 
the ode to apostlehood, the sun in the heaven of chiv-
alry and legislation of the religion of the nation, the 
shining lamp of the community, he who is the seal of 
the prophet and apostles, the broadcaster of the word 
of truth and religion, the intercessor on behalf of sin-
ners, a mercy to all worlds, leader of the people of hope, 
the guide in whom the best of people take refuge, 
beloved of the Almighty, i.e., Muhammad the Chosen 
(peace be upon him). And unending greetings be upon 
the venerable Four Friends, upon his family, and upon 
his noble companions, who have undertaken com-
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ebrī, sultanī, Ahmadabadī, Dawlatabadī, Khatayī, Adil
shāhī, harirī, or Samarqandī papers, or whether with the 
art of joining there be two or three small leaves at the 
edges of every specimen in the fashion of fereskuri (?) 
striped cloth, it is not unknown or hidden to those with 
acute perception and sagacious people of insight that 
by looking at each one of them with a scrutinizing gaze, 
if attention is paid, God willing, the four corners and the 
facing one are all in harmony with and conforming to 
each other, be it in color or in size and length and width. 
It is hoped from the felicitous, mighty, and merciful sov-
ereign that he will always ennoble his servants with 
such services and will take the opportunity to cast his 
favorable glance, and that they will not be without favor. 
May the credit that this least of his old servants, who 
has expended his time insofar as possible with such 
meticulousness and concern during these fast-moving 
days, has acquired over such a period by associating 
with several master artisans, becoming equal to expe-
rienced and learned masters, not be lost during the felic-
itous days of his monarchy. Praise be to God and to His 
Apostle, [4b] in the hopes that in the noble presence of 
such a majestic, just, kind, appreciative, and discrimi-
nating monarch, who is the refuge of the religion, this 
slapdash piece of handicraft may be acceptable and 
pleasing, and that, if he occasionally casts his peerless 
gaze upon it, it will be the greatest felicity, and in accor-
dance with his felicitous command every one has been 
arranged in its proper place to perfection. 

May the sultan of the world-illuminating sun shine 
forever with flashing rays of emanating lights on the 
throne of the dark firmament, and may the heads of the 
totality of creatures be enlightened and brightened by 
his felicitous lights. May the respected tents of my sov-
ereign as mighty as Jamshed, refuge of the world, be 
extended and stretched with the eternal pegs and ropes 
of his generous, felicitous being until the promised day, 
may the sky-scraping top of his eternal fortune be 
crowned with pearls in the crown of rejoicing, may the 
might of his just rule increase daily, may the enemies of 
his state be crushed and driven to despair, may the 
Islamic realms repose in the shadow of his protection, 
and may the heads of his enemies be trampled beneath 
the hooves of his steed of fortune. Amen, through the 
sanctity of the Lord of Apostles.

cause the acquisition of the capital of the science of wis-
dom, will result in the perfection of the eye of learning 
by example, and will additionally console the felicitous 
person and troubled heart of the mighty sovereign by 
enlivening his mind and by pleasing his luminous inner 
self and his illuminated heart.

      Therefore, every one of the past calligraphers and 
designers known in the Ottoman lands and Iran [3a] 
who have reached the level of Mir ʿAli, Shah-Mahmud, 
Nur-ʿAli, painters of old like Bihzad, Arzhang, and Mani, 
from whose works their creator is seen, have produced 
fragments and leaves of unparalleled calligraphy and 
depiction, and have so endeavored in the meticulous 
art that they could split a hair into forty parts, and art-
ists of old have spent their lives and done their utmost 
in writing, drawing, and bringing such things into exis-
tence. Some of their works have been given as gifts to 
the one blessed by the shadow of the phoenix of regal-
ity, i.e., the exalted monarch and emperor shadow of 
God, in hopes of regal favor and regard, and they have 
been gathered into one place and arranged, each with 
some conformity to the others, since it was His felici-
tous Majesty’s desire that they should be gilded and 
bound into an elaborate album. And in point of fact, 
because in his felicitous person there was an inclination 
for such gifts and presents of little or great skill, this 
slave of his, having seen long ago his master, Muham-
mad Sharif Baghdadi, join leaves of specimens and 
depictions of such master calligraphers [3b] to colorful 
paper and make them into an album, when once or 
twice some albums and books were composed, arranged, 
and adorned for his patron, they were acceptable and 
pleasing to the magnificent sovereign. May the deity 
preserve and keep the gracious person’s peerless gaze 
from error and danger, may the lord of all servants 
increase his justice, religious observance, and worship 
day by day and cause his protected realms to flourish, 
and may he grant him eternal life and prosperity, by the 
sanctity of the Lord of Apostles.

This time, when he brought together all the leaves of 
pictures and calligraphies and sent them to this hum-
ble servant, I responded, saying, “I hear and obey.” 
Whatever a royal command may be, considering service 
to be an obligation upon my very soul, I expended, inso-
far as possible, crafts unseen and marvels unheard of. 
[4a] Whether chameleon design of various colors in 
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 Ey ḫāme gel bu beyt ile yaz ver cevābını / Kimdür deyü iderler 
ise nāmını suʾāl

 Ol kānı maʿrifet ki Ḳalender Çavuş durur / Olsa ġulāmı 
ḥalḳa begūşı n’ola hilāl

 Pervāzı ḳıtʿada ki ider naḳşı pürgirih / Her biri pāyı ʿaḳla 
olur bend ile ʿiḳāl 

 Bir kimse mālik olmadı bu deñlü ḳıṭʿaya / Hem ḳılmadı 
maʿārife bu resme bezli māl

 Saʿy itmek ile girmez ele dādı Ḥaḳḳ durur / ʿālemde saʿy u 
bezl ile bu mertebe muḥāl

 Sözi uzatma ḫatmi kelām it duʿā ile / Çünkim zebānı nāṭıka 
vaṣfında oldı lāl

 Her ṣubḥ u şām niteki ḳudretle ṣunʿı Ḥaḳḳ / Çarḫ u şafaḳla 
göstere vaṣlı kebūd u āl

 Ayırmasun vücūdını levḥi zamāneden / Çesbān idüp ṣafāyile 
ol Ḥayyi lāyezāl.

 A shorter version of the epilogue, translated into English by 
Yorgos Dedes, is published in Serpil Bağcı, “The Falnama of 
Ahmed I (TSM H.1703),” in Falnama: The Book of Omens, ed. 
Massumeh Farhad with Serpil Bağcı, exh. cat. (Washington 
D.C., 2009), 68. 

3. Selânikî Mustafa Efendi, Târihi Selânikî, ed. Mehmet 
İpşirli, 2 vols. (Istanbul, 1989), 2:741–42, 2:847. For Kalen-
der, see also Banu Mahir, “Kalender Paşa,” in Yaşamları 
ve Yapıtlarıyla Osmanlılar Ansiklopedisi, ed. E. Çakıroğlu, 
2 vols. (Istanbul, 1999), 1:692; Tülün Değirmenci, İktidar 
Oyunları ve Resimli Kitaplar: II. Osman Devrinde Değişen 
Güç Simgeleri (Istanbul, 2012), 74–75.

4. Kalender’s connection to Mustafa Agha was clearly well 
known and talked about, and was also mentioned by 
other historians. In fact, when relating the events of the 
year 1613, Naîmâ (d. 1715) notes that when the grand vizier 
Nasuh Pasha was trying to place his own men in the posi-
tion of treasurer, he was not able to have the third trea-
surer, Kalender, dismissed, since he was also the building 
supervisor of the new mosque and a close affiliate of Mus-
tafa Agha (Cāmiʿi Cedīd’in bināsına emīn ve Dārüssaʿāde 
Aġası Muṣṭafā Aġa’ya ḳarīn olmakla āña taʿarruẓ edemedi): 
Naîmâ Mustafa Efendi, Târihi Naʿîmâ, ed. Mehmet İpşirli, 
4 vols. (Ankara, 2007), 2:402.

5. Naîmâ gives the date of this appointment as November 25 
(22 şevvāl): Târîhi Naîmâ, 2:418.

6. Kalender Pasha, who is mentioned twice in the 1616 
expense records for the complex of Sultan Ahmed I, was 
still building supervisor on May 9, 1616 (22 Rebiyü’lahır 
1025). In a document from December 15, 1616 (5 Zilhicce 
1025) he is mentioned as being deceased: Ömer L. Bar-
kan, Süleymaniye Cami ve İmareti İnşaatı (1550–1557), 2 
vols. (Ankara: 1972–79), 2:287. ʿAbdülkadir Efendi (d. after 
1644) notes in his Tārīḫ (History) that Kalender was still a 
member of the Imperial Council in July–August 1616 (Receb 
1025), so he must have died between August and Decem-
ber of 1616: Abdülkādir Efendi, Topçular Kâtibi ʿAbdülkâdir 
(Kadrî) Efendi Tarihi: Metin ve Tahlîl, ed. Ziya Yılmazer, 2 
vols. (Ankara, 2003), 1:647.

NOTES

Author’s note: This article, originally written in Turkish, was sub-
mitted in 2007 for inclusion in the festschrift volume for Dr. 
Filiz Çağman, which, unfortunately, has yet to be published. 
This revised English version is, of course, dedicated to Filiz 
Çağman, to whose scholarly mentorship and generous friend-
ship I owe so much. This small gift, which in turn introduces 
the gifts presented to Sultan Ahmed by Kalender—one who, 
like Filiz, spent his life on the arts of the book—would not have 
been possible without the support of my colleagues and friends. 
I am grateful to Tülün Değirmenci, Massumeh Farhad, Cornell H. 
Fleischer, Cemal Kafadar, Mehmet Kalpaklı, Fatma Kutlar, Gülru 
Necipoğlu, Leslie M. Schick, Zeren Tanındı, Gönül Alpay-Tekin, 
Bahattin Yaman, and Zeynep Yürekli for their comments and 
contributions. I also want to thank Wheeler M. Thackston, who 
kindly provided the transliteration and English translation of 
two of the prefaces. I did not include the translation of the entire 
text of the Fālnāme’s preface, since it was already published by 
Sergei Tourkin in the catalogue of the 2009 exhibition held in the 
Arthur M. Sackler Museum at the Smithsonian in Washington, 
D.C. See Massumeh Farhad with Serpil Bağcı, Falnama: The Book 
of Omens (Washington, D.C., 2009), 295–96.
1. According to the events and sources ʿÂli mentions in his 

book, he most likely started to write in 1585–86, when he 
was on duty in Baghdad, completing the work in 1587 in 
Istanbul. I have not been able to find out when this epi-
logue (zeyl) was composed. The text used in the 1926 
edition, dated August 10–20, 1599 (evāḫiri Muḥarrem 
1008), includes this zeyl. See Mustafa ʿÂli, Menāḳıbı 
Hünerverān, ed. İbnülemin Mahmud Kemal (Istanbul, 
1926), 76–77. Another relatively early copy, of December 
1601 (Cemāziyü’lāḫir 1010), also includes the poem (Ms. 
E.H. 1231, fol. 73a–b). Esra Akın-Kıvanç, who published an 
extensive study on the text, does not include the poem in 
her translation but gives a transcription of it: Mustafa ʿÂli’s 
Epic Deeds of Artists: A Critical Edition of the Earliest Otto
man Text about the Calligraphers and Painters of the Islamic 
World, ed., trans., and annot. Esra Akın-Kıvanç (Leiden, 
2011), 422n18. Akın-Kıvanç proposes that the poem was 
composed by the scribe of E.H. 1231, Yaʿkub İskilibi, who 
copied a 1494–95 (1003) version of the text, but she does 
not further discuss her attribution: Akın-Kıvanç, Mustafa 
ʿÂli’s Epic Deeds, 74.

2. Bir ṣāḥibi hünerdür o vaṣṣālı muʿteber / Erbābı maʿrifetde 
bulunmaz aña miṣāl

 Her ḳıṭʿada ki vaṣl ile elvānı derc ider / Ḳavsı ḳuzaḥla ṣafḥai 
çarḫa olur hemāl

 Vaṣl itdügi yirüñ iremezler ḫayāline / Yekpāre ẓann ider anı 
hep dīdei ḫayāl 

 Kāġıd u post ḳılsa ḳılı ḳırḳ yarmada / Her mūşikāf olan ide
mez aña ḳīl ü ḳāl

 Ḥalkārı zerfīşānı vü pervāzı cedveli / Ḳılmış musaḫḫar aña 
o Ḥallāḳı berkemāl

 Pejmürde kāġıdı ider iḥyā ʿilāc ile / Dilḫaste ʿāşıḳı nitekim 
şerbeti viṣāl
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resemblance of B. 409’s binding to that of B. 408 strength-
ens this attribution. 

16. The album was featured in a 1999 exhibition in France: 
Topkapı à Versailles: Trésors de la cour ottomane, no. 146. 
The unpublished catalogue of the albums in the Topkapı 
Palace also includes detailed information on this and 
Album B. 408. 

17. Bir kimse mālik olmadı bu deñlü ḳıṭʿaya / Hem ḳılmadı 
maʿārife bu resme bezli māl (Just as no one before him has 
possessed so many qiṭʿas / No one has spent so much for 
talent, either.)

18. ʿÂli, Menāḳıb, 6, 55.
19. ʿÂli says that during the years when he wrote his book, 

of course under Sultan Murad’s patronage, learned men, 
poets, men of refinement, calligraphers, illuminators, paint-
ers, and all of the talented creators of curious things were 
held in high esteem, and calligraphy of all styles (ḳalem) 
was in high demand. He states that men of refinement 
were pleased to possess the qiṭʿas of Mir ʿAli (of Herat) 
and Sultan ʿAli (of Mashhad). Istanbulites who wanted to 
buy a qiṭʿa of Mir ʿAli were willing to pay a hundred filori, 
and if that proved insufficient, they were ready to plead 
and beg. Following the 1585–86 debasement, 100 filori was 
equivalent to 12,000 aspers (for the exchange rates, see 
Şevket Pamuk, A Monetary History of the Ottoman Empire 
[Cambridge, 2000], 136, 144). While the expenditure of such 
a substantial sum was undoubtedly reserved for a select few 
calligraphers, it nevertheless demonstrates what fortunes 
could be spent on a single qiṭʿa. Additionally, ʿÂli writes 
that some chancery secretaries and scribes spent 40,000–
50,000 gold coins, or even more, on a single album contain-
ing such illuminated and arranged qiṭʿas. ʿ Âli’s observations 
suggest that this taste or fashion spread from the court 
bureaucrats. ʿÂli returns to the prices of their qiṭʿas in his 
chapter on the calligraphers of the nastaʿlīq script. This 
time, probably referring to the monetary value prior to the 
devaluation, he states that on a couple of occasions he saw 
the collectors paying 5,000–6,000 aspers for a qiṭʿa of Mir 
Ali, and 400–500 for one by Sultan Ali. ʿÂli, Menāḳıb, 6, 44.

20. ʿÂli, Menāḳıb, 7, 8, 53.
21. The relation between the science of geometry (hendese) 

and the shapes of forms is important; Kalender’s command 
of shapes (as a designer and illuminator) was owing to his 
knowledge of geometry.  

22. He used paper decoupage motifs of arabesques composed 
of lobed medallions (shamsa) in these full-page decora-
tions (fols. 14a, 14b, 15a, 15b), very similar to the ones he 
used in his next album, B. 408.

23. H. 2171, fol. 22b: “…ḥālā manṣıbi celīli ḳażā’ı ʿasākiri Rūm 
İli ile serefrāz ve sāʾiri ʿulemādan mümtāz eylemişdür....” 

24. For his career and books, see Mehmet İpşirli, Türkiye 
Diyanet Vakfı İslâm Ansiklopedisi (Istanbul: Türkiye Diyanet 
Vakfı, 2011), s.v. “Taşköprizâde Kemâleddin Efendi.”

25. H. 2171, fol. 22a.
26. H. 2171, fol. 22b.

7. Meḥmed b. Meḥmed, Tārīḫi āli ʿOṣmān: Istanbul, Süley-
maniye Library, Ms. Lala İsmail Efendi, 300, fol. 64b. I am 
grateful to Tülün Değirmenci for drawing my attention 
to this text. Mehmed Süreyya notes that Kalender Pasha 
rose through the ranks of the treasury and was appointed 
as the third treasurer in 1613. See Mehmed Süreyya, Sicilli 
Osmanî, ed. Nuri Akbayar and Seyit A. Kahraman, 6 vols. 
(Istanbul, 1996), 3:858.

8. He is the minefield of skill, Kalender Çavuş / Ah, if even the 
moon were his earringed slave, it would not be astonishing.

9. The fifteenth- and sixteenth-century texts mention that 
members of the Haydari order wore iron earrings in the 
shape of hoops, an allusion to their avoidance of superflu-
ous conversations. Ahmet T. Karamustafa, God’s Unruly 
Friends: Dervish Groups in the Islamic Later Middle Period 
1200–1550 (Salt Lake City, 1994), 68–69.

10. John Kingsley Birge, The Bektashi Order of Dervishes (Lon-
don, 1994), 164–65. Also see Nurhan Atasoy, Derviş Çeyizi: 
Türkiye’de Tarikat GiyimKuşam Tarihi (Istanbul, 2000), 
251–52.

11. The institutionalizing of the cadre of celibate dervishes 
was attributed to Balım Sultan in earlier literature: Birge, 
Bektashi Order, 58. In her recent study, Zeynep Yürekli 
states that it was instituted after 1550, by Sersem ʿAli Baba. 
See Zeynep Yürekli, Architecture and Hagiography in the 
Ottoman Empire: The Politics of Bektashi Shrines in the 
Classical Age (Farnham, Surrey, and Burlington, Vt., 2012), 
36–38.

12. On the sixteenth-century Ottoman Bektashis, their rela-
tions with the central imperial authority and the medi-
ating role of Balım Sultan, see Yürekli, Architecture and 
Hagiography, 24–47. On the same matter and the use of 
“Kalenderī” as an adjective among the Bektashis, see Ahmet 
Yaşar Ocak, Osmanlı İmparatorluğunda Marjinal Sûfîlik: 
Kalenderîler; XIV–XVII. Yüzyıllar (Ankara, 1992), 205–10. 

13. Although the decorative pages that Kalender composed 
demonstrate his virtuosity in paper cutting, they were 
defined exclusively as examples of the art of vaṣl, which 
suggests a clear distinction between paper joining and 
paper decoupage (ḳaṭıʿ), where the skill is in cutting the 
papers rather than in hiding the seams.

14. These frames, used by Kalender exclusively, were imitated 
in the early eighteenth century, when calligraphy albums 
became popular, during the reign of Sultan Ahmed III (r. 
1703–30), himself a distinguished calligrapher. For exam-
ples, see Topkapı à Versailles: Trésors de la cour ottomane, 
exh. cat. (Paris, 1999), 173, 175, cat. nos 129, 131; Filiz Çağman 
and Şule Aksoy, Osmanlı Sanatında Hat, exh. cat. (Istanbul, 
1998), 48–49, cat. no. 31; M. Uğur Derman, “Ahmed III: Sul-
tan and Affixer of the ‘Tuğra’,” in Thirteenth International 
Congress of Turkish Art: Proceedings; 3–7 September 2007, 
ed. Géza Dávid and Ibolya Gerelyes (Budapest, 2009), figs 
5–8.

15. It is not definitively known whether Album B. 409 is Kal-
ender’s work. This issue will be discussed below, and at 
least some folios will be attributed to Kalender. Indeed, the 
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I,” Ars Orientalis 42 (2012): 127–38 (where she also analyzes 
passages from the preface).

41. I would like to thank paper conservator Nil Çıngı Baydar 
for sharing her observations with me.

42. Fetvacı, “Love in the Album of Ahmed I,” examines the 
romantic content of the poetry in relation to the juxta-
posed images.

43. Ketebe Sulṭān Aḥmed Ḫān İmām elMüslimīn (B. 408, fol. 
5b). For the reproduction of this page, see ünver, “L’album 
d’Ahmed Ier,” 152.

44. The overall effect of this page recalls the Ottoman gene-
alogical histories, where the sections on the Prophet 
Muhammad and the four Sunni caliphs are designed in a 
similar manner. 

45. B. 408, fols. 11b, 26b, and 31a.
46. Once again, I would like to thank Nil Çıngı Baydar for draw-

ing my attention to the difference in the material used.
47. The Ottoman biographical dictionaries of calligraphers cite 

a certain Receb Dede, who was a member of the Mevlevi 
order. In his treatise, Mustakimzade Süleyman Saʿdeddin 
Efendi (d. 1788) mentioned seeing a copy of the Koran by 
Receb Dede completed in 1610–11: Mustakimzade Süleyman 
Saʿdeddin Efendi, Tuḥfei ḫaṭṭātīn, ed. Ibnülemin Mahmut 
Kemal (Istanbul, 1928), 202. Receb Dede, who was a con-
temporary of Kalender’s, might very well be the same callig-
rapher. In Ahmed I’s album, only one of his qiṭʿas is paired 
by Kalender—with a work of paper decoupage by a Mev-
levi artist (fol. 22b)—reinforcing Receb Dede’s identity as 
a Mevlevi. For the reproduction of a qiṭʿa by Derviṣ Receb, 
see Fetvacı, “Album of Ahmed I,” fig. 6.

48. Katib al-Sultani Emir Mehemmed Emin of Tirmiz may be 
Seyyid Mehmed Emin Hüseyni, known as Tirmizi. In his 
book on Ottoman calligraphers, Şevket Rado mentions 
having seen a manuscript copied by Seyyid Mehmed Emin 
Hüseyni in taʿlīq dated 1599, demonstrating that he was a 
contemporary of Kalender: Şevket Rado, Türk Hattatları: 
XV. Yüzyıldan Günümüze kadar Gelmiş Ünlü Hattatların 
Hayatları ve Yazılarından Örnekler (Istanbul, 1983–85), 84.

49 Apart from the seven-page preface, the album includes 
166 images, 24 calligraphic specimens, and 11 text pages. 
The unfinished works are Safavid underdrawings of narra-
tive scenes, with notes on the figures or furniture depicted 
therein giving the names of the colors they were to be 
painted (fol. 20a); these indicate that not all the images 
were specifically selected ones. Some of the Safavid under-
drawings seem to have been painted or repainted by Otto-
man artists (fols. 17a and 18b).

50. The so-called bazaar painters are thought to have been 
active from the seventeenth-century onwards, produc-
ing single-page pictures, albums, and costume books for 
a cosmopolitan clientele. These painters and their works 
still need to be thoroughly studied. The term was coined 
by Metin And, who introduced these painters and their 
works: Metin And, “17. Yüzyıl Türk Çarşı Ressamları,” Tarih 
ve Toplum 16 (1985): 40–45.

27. This first section is closely related to Persian album pref-
aces, analyzed by David J. Roxburgh in Prefacing the 
Image: The Writing of Art History in SixteenthCentury Iran 
(Leiden, 2001), esp. 88–103. For the texts of these prefaces, 
see Wheeler M. Thackston, Album Prefaces and Other Docu
ments on the History of Calligraphers and Painters (Leiden, 
2001).

28. H. 2171, fols. 17b–18a. The identification of the creation of 
the universe with the creation of an album was a trope 
also used by Timurid writers. See Roxburgh, Prefacing the 
Image, 89–90, 92.

29. H. 2171, fols. 18a–18b.
30. H. 2171, fols. 18b–19a.
31. H. 2171, fol. 19a.
32. H. 2171, fol. 19b.
33. While almost all contemporary historians note that Kal-

ender’s appointment as the keeper of the mosque was 
made possible through the recommendation of Mustafa 
Agha, the text indicates that the offer came from the sul-
tan. Rather than attempting to determine the accuracy of 
either of these theories, it is more interesting to consider 
why a text presented to the sultan would make a point of 
emphasizing that the decision had, in fact, been up to the 
sultan. On Mustafa Agha’s career, the intimate relation-
ship between him and Sultan Ahmed I, the agha’s effective 
patronage of the arts of the book, and his role in Kalender’s 
successful career, see Değirmenci, İktidar Oyunları, 59–78.

34. H. 2171, fols. 21a–21b: “…peerless in joining paper, in the art 
of album making (kāri vaṣṣāli ve ṣanʿatı muraḳḳaʿsāzī), 
and…highly esteemed and recognized among the Ottoman 
and Persian masters” (miyānı üstādānı Rūm u ʿAcemde 
maḳbūl ü müsellemdür). 

35. H. 2171, fol. 21b: deḳāʾiḳi naḳş u taṣvīre vāḳıf u vāṣıl ve ḳalbi 
şerīfi kütübi nefīse ve muraḳḳaʿātı laṭīfeye māʾil idügi ẓāhir 
olmışdur....

36. For these notes in H. 2153, fol. 87b, and H. 2160, fol. 4a, 
see Filiz Çağman, “On the Contents of the Four Istanbul 
Albums H. 2152, 2153, 2154, and 2160,” in Between China and 
Iran: Paintings from Four Istanbul Albums; A Colloquy Held 
23–26 June 1980, ed. Ernst. J. Grube and Eleanor Sims (New 
York, 1985), 34, fig. 16. 

37. H. 2171, fol. 21b.
38. H. 2171, fol. 21b.
39. H. 2171, fol. 22a.
40. Muraḳḳaʿı Pādişāhı Cihān Sulṭān Aḥmed Ḫān: Istanbul, 

Topkapı Palace Museum Library, B. 408. The album of 
Ahmed I has been mentioned in many works on Otto-
man painting. For information concerning the contents 
of the work, a reproduction, and a French translation of 
its preface, see Ahmet Süheyl ünver, “L’album d’Ahmed 
Ier,” Annali dell’Istituto Universitario Orientale di Napoli 
13 (1963): 127–62. Recently, Emine Fetvacı examined the 
album’s content from different angles in two articles: “Love 
in the Album of Ahmed I,” in “Festschrift in Honor of Wal-
ter G. Andrews II,” ed. Mehmet Kalpaklı, special issue, Jour
nal of Turkish Studies/Türklük Bilgisi Araştırmaları Dergisi 
34, 2 (December 2010): 37–49, and “The Album of Ahmed 
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55. See n. 52 above, and Metin And, “17. Yüzyıl Türk Çarşı 
Ressamlarının Padişah Portreleri,” Türkiyemiz 58 (1989): 
4–13.

56. Fetvacı, “Love in the Album of Ahmed I,” examines these 
paintings as images of daily life in Istanbul. She discusses 
their common focus on the theme of love, linking them to 
the literary interest of the age. Another group of paintings, 
smaller in size and depicting young men banqueting and 
reading books in meadows (fols. 16a, 17a, and 28a), is also 
displayed in the Dublin album, showing that this theme 
was fashionable at the turn of seventeenth century, in line 
with social trends. See n. 53 above. 

57. The painter’s other works are found in the second volume 
of the şehinşāhnāme (Book of the King of the Kings), by the 
court historian Seyyid Lokman Ashuri, which recounts the 
history of the years 1580 to 1584. The illustrated copy, com-
pleted in 1597–98, is in the Topkapı Palace Museum Library 
(B. 200). For the manuscript and its paintings, see Serpil 
Bağcı, Filiz Çağman, Günsel Renda, and Zeren Tanındı, 
Ottoman Painting (Istanbul, 2010), 153–57.

58. The text is identified by Değirmenci, İktidar Oyunları, 76. 
It is also mentioned in Fetvacı, “Album of Ahmed I,” 132. 

59. Hünername, vol. I: Istanbul, Topkapı Palace Museum 
Library, H. 1523, fols. 1b and 13b. See Bekir Kütükoğlu, 
“Şehnameci Lokman,” in Prof. Dr. Bekir Kütükoğlu’na 
Armağan (Istanbul, 1991), 44, and Tahsin Öz, “Hünername 
ve Minyatürleri,” Güzel Sanatlar Dergisi 1 (1939): 4. Two 
modern editions based on two different copies and dated 
1592 and 1599 suggest that the text was in circulation dur-
ing these years. See Hasan ibni Mahmud-i Bayatî, Câmı 
Cemâyin: Silsilenâmei Selâtini Osmaniye, ed. Ali Emiri 
(Istanbul [Dersaadet], 1915–16 [1331]), and Câmı CemÂyîn, 
ed. Fahrettin Kırzıoğlu (Istanbul, 1949).

60. For these portraits, see The Sultan’s Portrait: Picturing the 
House of Osman, exh. cat. (Istanbul, 2000), 91, 271, cat nos. 
8 and 49.

61. Ibid., 272, cat. no. 50.
62. Folio 31, the only folio disturbing this order that features 

two calligraphic specimens, was most likely inserted 
between the decorative pages and the sultans’ portraits by 
mistake, when it was reattached to the spine with a strip 
of marbled paper during a later restoration.

63. As mentioned above, the binding was repaired at an 
unknown time, which suggests that the order of the images 
may be attributed to a later intervention. Yet Kalender’s 
apparently conscious approach to the organization of his 
albums leads us to believe that he was responsible for the 
order of the folios.

64. B. 408, fol. 1b. In her article on the album, Emine Fetvacı 
points to the emphasis on creation in the opening of the 
preface, and she aptly discusses the way the preface high-
lights the importance of the visual arts: Fetvacı, “Album of 
Ahmed I,” 128.

65. B. 408, fol. 2b: dāyimācevāhiri ʿirfānı ʿavārif ü le’ālīi 
maʿānī vü maʿārif birle ḳalbı laṭīfleri memlū olmaġile ol 
düreri ġureri ṣanāyiʿ ü bedāyi‛i sarāyı bīʿayb u sarāperdei 
lāreybde olan enfesi nefāyisi maḳālāt ü aḥseni maḥāsini 

51. The earlier one, attributed to the sixteenth-century Safa-
vid artist Shaykhzade, who worked for Shah Tahmasp, his 
brother Ibrahim Mirza, and Shah Abbas I, is in the Sadrud-
din Aga Khan Collection (Ir. M. 73). See Anthony Welch and 
Stuart Cary Welch, Arts of the Islamic Book: The Collection of 
Prince Sadruddin Aga Khan, exh. cat. (Ithaca and London, 
1982), 88–90, cat. 28, and Sheila R. Canby, Princes, Poets & 
Paladins: Islamic and Indian Paintings from the Collection of 
Prince and Princess Sadruddin Aga Khan, exh. cat. (London, 
1998), 65–66, cat. 40. For the signed copy of Riza-i ʿAbbasi, 
which is now in St. Petersburg, The Hermitage (P2–1074), 
see Ivan Stchoukine, Les peintures des manuscrits de Shāh 
ʿAbbās Ier à la fin des Safavīs (Paris, 1964), 191, pl. XXXIIa, 
and Sheila R. Canby, The Rebellious Reformer: The Drawings 
and Paintings of Rizayi Abbasi of Isfahan (London, 1996), 
69–72, cat. 39.

52. For costume albums and their contents, in addition to 
M. And’s “17. Yüzyıl Türk Çarşı Ressamları,” see Günsel 
Renda, “17. Yüzyıldan bir Grup Kıyafet Albümü,” 17. Yüzyıl 
Osmanlı Kültür ve Sanatı Sempozyumu Bildirileri, 19–20 
Mart 1998 (Istanbul, 1998), 153–78; Leslie Meral Schick, 
“Ottoman Costume Albums in a Cross-Cultural Context,” 
Art turc/Turkish Art. 10th International Congress of Turkish 
Art / 10e Congrès international d’art turc, Genève–Geneva, 
17–23 Septembre 1995, Proceedings / Actes, ed. F. Déroche 
and C. Genequand (Geneva, 1999), 625–28; Leslie Meral 
Schick, “Meraklı Avrupalılar için Bir Başvuru Kaynağı: 
Osmanlı Kıyafet Albümleri,” Toplumsal Tarih 106 (2003): 
4–9; Nermin Sinemoğlu, “Bir Osmanlı Kıyafet Albümünün 
Takdimi,” Mimar Sinan Üniversitesi FenEdebiyat Fakültesi 
Dergisi 1, 1 (December, 1991): 204–12. 

53. For these individuals, mostly young men (defined as city 
boys—şehir oğlanları) and women, and their presence 
in social life and literature, see Walter G. Andrews and 
Mehmet Kalpaklı, The Age of Beloveds: Love and the Beloved 
in EarlyModern Ottoman and European Culture and Society 
(Durham and London, 2005), 39–58, and Tülün Değirmenci, 
“An Illustrated Mecmua: The Commoner’s Voice and the 
Iconography of the Court in Seventeenth-Century Ottoman 
Painting,” Ars Orientalis 41 (2011): 193–94.

54. Ms. T. 439, fol. 12b. For the twelve folios from an album 
and a reproduction of the portrait, see V. Minorsky, with 
an introduction by J. V. S. Wilkinson, The Chester Beatty 
Library: A Catalogue of the Turkish Manuscripts and Minia
tures (Dublin, 1958), 68–71, pl. 34a. In light of the stylistic 
features of its paintings, the unbound Dublin album, which 
is smaller in dimensions, must be contemporary with, or 
slightly later than B. 408. The construction and layout of the 
folios are quite different from B. 408, although they share 
many similar images. It includes a black ink drawing of a 
fairy, which also attests to the interrelation between two 
albums. This bust drawing (fol. 11b) must have been copied 
from an original in B. 408 (fol. 9b) signed as “….. Ḳalemi ʿ Ali 
Beg.” For the reproduction, see ünver, “L’album d’Ahmed 
Ier,” 158.
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essays focusing on the manuscript, see Nureddin Sevin, “A 
Sixteenth-Century Turkish Artist Whose Miniatures Were 
Attributed to Kalender Paşa,” in IVème congrès interna
tional d’art turc: AixenProvence, 10–15 septembre 1971 (Aix-
en-Provence, 1976), 209–16, and Serpil Bağcı, “Falnama of 
Ahmed I (H. 1703),” in Farhad with Bağcı, Falnama, 68–75.

82. Rather than repeating a standard text or a pictorial cycle, 
the copies of the Fālnāme are examples of a literary genre. 
Six versions have survived other than Kalender’s, all in Per-
sian. Each one of these constitutes an original work inde-
pendent of the others, even as they are also directly linked 
to one another, and all of them are nurtured by a common 
oral, written, and visual culture. Three important examples 
were exhibited between October 2009 and January 2010 
at the Arthur M. Sackler Museum at the Smithsonian in 
Washington, D.C. For the historical, social, and cultural 
contexts, and for an extensive bibliography on Fālnāmes, 
see the catalogue published with the exhibition: Farhad 
with Bağcı, Falnama. Sergei Tourkin’s English translation 
of Kalender’s preface to the Fālnāme is also included. All 
of the interpretations made here regarding Kalender’s 
Fālnāme draw on the exhibition catalogue. In the present 
essay I will briefly explain the content of the Fālnāme and 
focus on its introduction.

83. For the Persian Topkapı Fālnāma, which may have served 
as a model of inspiration for Kalender’s royal gift, see Ser-
pil Bağcı and Massumeh Farhad, “The Topkapı Persian 
Falnama (TSM H. 1702),” in Farhad with Bağcı, Falnama, 
52–59.

84. Evliya Çelebi b. Derviş Muhammed Zıllî, Evliya Çelebi Seya
hatnâmesi: Topkapı Sarayı Bağdat 304 Yazmasının Tran
skripsiyonu, Dizini, 10 vols. (Istanbul, 1996–2007), vol. 1 (ed. 
Orhan Şaik Gökyay), 292. For the English translation of 
Evliya’s passage, see Farhad with Bağcı, Falnama, 28.

85. For Nakşî (d. after 1622) and his paintings, see Esin Atıl, 
“An Eclectic Painter of the Early 17th Century,” in Fifth 
International Congress of Turkish Art, ed. G. Fehér. (Buda-
pest, 1978), 103–22; Bağcı, Çağman, et al., Ottoman Painting, 
212–27; Değirmenci, İktidar Oyunları, 309–17. On Hasan 
Pasha (d. ca. 1620), whose career and surviving works are 
better known, see Zeren Akalay (Tanındı), “XVI. Yüzyıl 
Nakkaşlarından Hasan Paşa ve Eserleri” in I. Milletler Arası 
Türkoloji Kongresi: İstanbul, 15–20 X. 1973; Tebliğler, 3 vols. 
(Istanbul, 1979), 3:607–625; Bağcı, Çağman, et al., Ottoman 
Painting, 178–85, 188–211; Emine Fetvacı, Picturing History 
at the Ottoman Court (Bloomington, Ind., 2013), 258–65.

86. ...cemāli ferḫundefāli ādemi maṭlaʿı vücūdı ġurrei 
ġarrāyı ẓuhūr u şühūd idüp ṣūretḫānei kāʾināta anuñla 
revnaḳ ü ṣafā virmişdür: fol. 3b, “Appendix A.3: The Fal-
nama of Ahmed I (TSM H. 1703),” trans. Sergei Tourkin, in 
Farhad with Bağcı, Falnama, 295.

87. …ve vaḥdāniyyeti zātı bīmisāline delīli vāẓıḥ olmaġiçün 
ḳalemi ḳudretiyle ṣaḥāʾif-i leyl ü nehāra heyʾeti kevākibi 
sevāḳıbla ziynet ü bahā artdurmışdur: fol. 3b, “Appendix 
A.3: The Falnama of Ahmed I,” trans. Tourkin, 295.

88. Fols. 17b–18a, 28b–29a, 30b–31a, and 39b–40a.

muṣavverāt benātı nükāta ḥilyei ḥuleli elfāẓ u ebṣārla zīver 
ü zīb verüp zīyneti dilfirīb ile ḳulūbı cihānbānı firīfte ve 
ṭabʿı ehli dilānı ālüfte vü āşüfte itmişlerdür.

66. The characterization of art as a means to wisdom is also 
included in the Safavid texts on art, such as Mir Sayyid 
Ahmad’s preface to the Amir Ghayb Beg Album, dated 
1564–65, which opens with a sentence stating this concept: 
see Thackston, Album Prefaces, 24. However, Kalender’s 
text elaborates much more on this matter. 

67. The association of the mirror reflection with painting is a 
common theme in Persian and Ottoman mystical litera-
ture. For a discussion of Persian examples, see Priscilla P. 
Soucek, “Nizami on Painters and Painting,” in Islamic Art in 
The Metropolitan Museum of Art, ed. Richard Ettinghausen 
(New York, 1972), 11–15, and Roxburgh, Prefacing the Image, 
181–89.

68. B. 408, fol. 2b. 
69. Apparently these gifts also include the one presented by 

Kalender, as I mentioned above. Although the past parti-
ciple form of the verb, virdükleri (“the ones that they gave”), 
denotes that the works were given to the sultan by the 
artists, the album includes some images and calligraphies 
executed in the fifteenth and sixteenth centuries that could 
not have been presented by the artists themselves. Rather, 
they were already housed in the treasury and inherited 
by Sultan Ahmed after his enthronement. This seemingly 
anachronistic statement can be interpreted as Kalender’s 
approach to the Ottoman dynasty as a whole, with no dif-
ferentiation made among the sultans.

70. Fol. 3a … ʿ ömrlerin ve maḳdūrların ḫarc u ṣarf edüp yazup ve 
çizüp vücūda getürdükleri bīnaẓīr u bīʿadīl ḫaṭṭ u taṣvīrler…

71. Fol. 3a: …muḳaṭṭaʿāt ve evrāḳ bir yere cemʿ olup her birisinin 
biri birisine münāsebeti ile tertīb olunup bir müzehheb vü 
mücelled vü mükellef muraḳḳaʿ olması…

72. I did not come accross any source mentioning Muhammad 
Sharif, other than Kalender’s statement. 

73. Fols. 3a–b: bu maḳūle üstād ḫaṭlarıyla olan muḳaṭṭaʿāt u 
taṣvīrāt evrāḳını biri birisine münāsebeti ile envāʿi reng
āmīz kāġıdlara vaṣl edüp muraḳḳaʿ itmegi… 

74. Fol. 3b: …muḳaddemā daḫi bir iki defʿa cenābı niʿme 
’lmeʾābları içün baʿżı cüngler ü kitāblar teʾlīf ü tertīb ve taṣnīf 
ü tezyīb (tezyīn?) olınduḳda…

75. Fol. 3b: dāyirei imkānda olan ṣanāyiʿi nādīde vü bedāyiʿi 
nāşenīde ḫarc u ṣarf idüp…

76. Fol. 4a: ebrī vü sulṭānī vü aḥmedābādī vü devletābādī vü 
ḫıtāyī vü ʿādilşāhī vü ḥarīrī vü semerḳandī

77. Fol. 4a: ṣanʿatı vaṣṣālīde her bir ḳıṭʿanuñ kenārlarına 
fereskūrī (?) alaca ḳumāş ṭarzında ikişer ü üçer ḳāt ḫurde 
evrāḳdur

78. Fol. 4a.
79. Fol.4a: … çār gūşeleri vü muḳābelesi cemīʿan biri birisine 

eger renginde vü eger cirminde vü ṭūlı ʿarżında muvāfıḳ u 
muṭābıḳ vāḳiʿ olmışdur...

80. Fol. 4a.
81. Istanbul, Topkapı Palace Museum Library, Album H. 1703. 

Apart from general publications on Ottoman painting, for 
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ʿirfān ve āsḥābı zevḳ u vicdān bunı muḳarrer bilmişler ki 
aḥvāli selef kişiye düstūru’lʿamel olup her mühimde geçen
lerden sebaḳ almaḳ münāsibdür. Ḫuṣūṣen sebebi niẓāmi 
mülk ü millet ve bāʿisi aḥkāmı esāsı reʿāyā vü memleket 
olan selāṭīni ʿiẓām ve mülūki ʿsālīmaḳāma lāzımdur ki 
ḳıṣaṣı enbiyā vü evliyāya ve sergüẕeşti ümerāyı māżiyyeye 
naẓar idüp ve bidāyet ü nihāyetlerin mülāḥaẓa eyleyüp 
ʿāḳıbeti umūrların anlardan ḳıyās ü idrāk eyleyeler. Ol 
taḳdīr üzere selāṭīni māżiyyenüñ serīri devletde iken vāḳiʿ 
olan veḳāyiʿi heyʾetin īmā vü işāret ile baʿżı evrāḳa taḥrīr 
itdiler ki tefeʾül ṭarīḳiyle ol evrāḳdan her ḳanġı varaḳ ki açıla, 
ṣāḥibi fāl ol varaḳda enbiyā vü selāṭīn aḥvālinden her ne ki 
mesṭūr ve muṣavver ise kendü ḥālin ana taṭbīḳ idüp murādı 
olan umūrı ol aḥvālden ḳıyās eyleyüp mūcibi ile ʿamel ḳıla: 
fols. 4b–5a, “Appendix A.3: The Falnama of Ahmed I,” trans. 
Tourkin, 296.

97. İster iseñ kim saña efzūn ola ḳadr ü şeref / Dāʾimā manżūruñ 
olsun vāḳıʿātı māselef: fol. 5a, “Appendix A.3: The Falnama 
of Ahmed I,” trans. Tourkin, 296.

98. The word “yümn” means both auspicious and the right-
hand side. The fact that the image appears on the right 
when the book is opened demonstrates that Kalender uses 
the word in both meanings. 

99. ...sulṭān bin essulṭān ve’lḫāḳān bin el ḫāḳān Sulṭān 
Ahmed Ḫān... ḥażretlerine tuḥfe ve hediyye olmaḳ içün bu 
faḳīr [ü] ḥaḳīr [ve] kemter ü aḥḳarı ʿübeyde vü ḫademe ve 
eḳalli memlūke ve ḥaşeme ve’lmustaġrıḳ benevāli berre ve 
kereme beyne’lvüzerāʾi’lmuvaḳḳar, aʿnī bu ʿabdi Kalender 
ẕikr olunan evrāḳ ü elvāḥı muṣavveri müẕehheb ü muḥarrer 
cemʿ ü tedvīn ve tertīb ü tezyīn idüp muʿriżi humāyūnlarına 
ʿarż eyledi ki her ne niyyeti humāyūnları olup tefeʾül murād 
buyurdukda evvelā sūrei Fātiḥa ve üç İḫlāṣ okuyup ve üç 
ṣalavātı şerīfden ṣoñra tefeʾül eyleyeler. Her niresinden açar
lar ise yuḳaruda ẕikrolunan vech üzere ol varaḳı muṣavver 
ü mücedvel manẓūrı enẓārı ʿaliyyei bībedelleri olduḳda 
ṣaḥīfei yümnisinde mesṭūr olan ṣuveri enbiyā vü aṣfiyādan 
ṭabʿı şerīflerine füyūżātı vāfire ve berekātı mütekāsire ḥāṣıl 
olup tefeʾülleri murādı humāyūnlarına muvāfıḳ ve istiḫāre 
vü istişārelerine muṭābıḳ ola: fol. 6a, “Appendix A.3: The 
Falnama of Ahmed I,” trans. Tourkin, 296.

100. Yā Rabb ṣaḥīfei felek üstünde berḳarār / Olduḳça ṣūreti 
meh ü encümle āfitāb Çekdükçe ṣubḥ levḥine cedvel ufuḳ 
müdām / şengerf ezüp şafaḳ ide gerdūnı bir kitāb  Fālı 
mübārek ola şehinşāhı ʿālemüñ / Her niyyeti ki ide yaḳīn 
ola fetḥi bāb: fol. 6a, “Appendix A.3: The Falnama of Ahmed 
I,” trans. Tourkin, 296.

101. On the close relationship between Mustafa Agha and 
Osman II during the latter’s reign and the illustrated manu - 
scripts that Mustafa Agha commissioned to present to 
the sultan, see Değirmenci, İktidar Oyunları, 79–116. For 
Mustafa Agha’s active involvement in Sultan Osman’s 
enthronement, see also Baki Tezcan, “Searching for Osman: 
A Reassessment of the Deposition of the Ottoman Sultan 
Osman II (1618–1622)” (PhD diss., Princeton University, 
2001), 155–66.

102. On the illustrated copies of Medhî’s translation and Mus-
tafa Agha’s patronage, mentioned in the preface of the text, 

89. Ey cemāl [i]cemīli mülki celāl / Pertevüñle cihān humāyūn
fāl

 Ṣūretārāyı kārgāhı vücūd / Muḥbiri ḥāli ḳavmi ʿād u 
Semūd

 Maʿnīde bir kitābdur ʿ ālem / Anda meṣtūr ḥasbı hāli ümem
 Anuñ evrāḳıdur ṣabāḥ u mesā / Hem muṣavver içinde ḫavf u 

recā
 Ḳıl tefeʾül nedür murāduñı gör / Ṣūreti mebdeʾ [ü] maʿāduñı 

gör: fols. 3b–4a, “Appendix A.3: The Falnama of Ahmed I,” 
trans. Tourkin, 295.

90. Yesrib ve Baṭḫā bütḫānelerinde olan aṣnāmı küfr ü āsāmı 
Yadu Allāhi fawqa ʿaydīhim mażmūnı şerīfi ḳuvveti ile pest 
ü şikest idüp münkiri dīni Ḥaḳḳ olanları ṭarīḳi şerāyiʿi 
İslām ve īmāna getürmişdür: fol. 4a: “Appendix A.3: The 
Falnama of Ahmed I,” trans. Tourkin, 295.

91. In the original story of Saʿdi, the event takes place in Sum-
nat, India, and the poet disguises himself as an Indian 
monk: Saʿdī, Morals Pointed and Tales Adorned: The Būstān 
of Saʿdī, trans. G. M. Wickens (Toronto and Buffalo, 1978), 
tale 140. Kalender’s image, which portrays the poet in Chi-
nese garb, draws upon the fifteenth-century Chinese royal 
grooms included in the famous Bahram Mirza Album and 
the so-called Yaqub Bey or Saray Albums of the Topkapı 
Palace (H. 2154, H. 2153, and H. 2160): see Çağman, “On the 
Contents of the Four Istanbul Albums,” 35, figs. 83–86. It 
was modified by adding a small shrine with an idol at the 
top right corner, on the sight line of Saʿdi. And in turn, 
Kalender modifies Saʿdi’s text, this time in order to con-
form with the painting, and transports the setting to China. 
For the painting, its interpretation, and the full text of the 
augury, see Farhad with Bağcı, Falnama, 148–49, 297.

92. Safi recounts that since it was unlawful (ḫilāfı meşrūʿ), 
the sultan did not tolerate the “images of forms and 
assemblage of representation of figures” (ṣuveri eşkāl ve 
cemʿiyyeti şuḫūṣı timsāl) near the abode of worship, and 
grabbed an ax and smashed those representations of idols 
(temāsili aṣnām). İbrahim Hakkı Çuhadar, Mustafa Sâfî’nin 
Zübdetü’ttevârîh’i, 2 vols. (Ankara, 2003), 1:36. 

93. Nūr urur şemʿi cemālinde berḳ / Nūrdan itmez yūzūni kimse 
farḳ

 Ṣūreti ḥāli rüsüli māsebaḳ / Vaṣfı kemālinden anuñ bir 
varaḳ: fol. 4a, “Appendix A.3: The Falnama of Ahmed I,” 
trans. Tourkin, 295.

94. Maḳṣadinā inna tawassul ilayh / Rabbi usallā wa usallam 
ʿaleyh

 Wa ʿalā ālihi’lkirām / Wa asḥābihi wa atkiyāʿiʾlʿiẓām: fol. 
4a–b: “Appendix A.3: The Falnama of Ahmed I,” trans. 
Tourkin, 295–96.

95. Kalender’s use of the word “taḥrīr” implies a connection 
to both writing and drawing, indicating that such pages 
(books) commissioned by past rulers included both texts 
and images.

96. Bu muḳaddimātı belāġatsimātuñ tertīb ü taḳdīminden 
murād ve bu ṣūver ü eşkāli gūnāgūnuñ cemʿ ü telfīḳ 
olunmasından müddeʿāyı fuʿād oldur ki ḳadīmüʾz
zamāndan feẓāyı ʿāleme ḳadem baṣup ve aḥvāli ʿāleme 
ʿibret gözüyle baḳup ṣūreti ḥāli fehm ü izʿān iden erbābı 
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India and Turkey, from the 8th to the 18th Century (London, 
1912), 59.

106. F. R. Martin acknowledged the virtuosity of these composi-
tions, which he reproduced in his book: ibid., pl. 269.

107. The album (Vienna, Österreichische Nationalbibliothek, 
Codex Mixtus, 313), including a copy of a Persian preface 
that was originally composed for an album for Mir Ali Shir 
Nawaʿi, is dated 1572 and dedicated to Murad III (r. 1574–
95). See Dorothea Duda, “Das Album Murad III in Wien,” 
in Ars Turcica: Akten des VI. Internationalen Kongresses für 
Türkische Kunst, München vom 3. bis 7. September 1979, ed. 
Klaus Kreiser, 3 vols. (Munich, 1987), 2:475–489; Aimée 
Froom, “Adorned like a Rose: The Sultan Murad III Album 
(Austrian National Library, Cod. Mixt. 313) and the Persian 
Connection,” in “Pearls from Water, Rubies from Stone: 
Studies in Islamic Art in Honor of Priscilla Soucek,” part 1, 
ed. Linda Komaroff, special issue, Artibus Asiae 66, 2 (2006): 
137–54. For the text of the preface, see Thackston, Album 
Prefaces, 30–31.

 

see Tülün Değirmenci, “ ‘Legitimizing’ a Young Sultan: Illus-
trated Copies of Medhî’s ‘Şehnâme-i Türkî’ in European 
Collections,” in Dávid and Gerelyes, Thirteenth Interna
tional Congress of Turkish Art, 157–72. 

103. For the list of the works included, see Catalogue of Highly 
Important Oriental Manuscripts and Miniatures, Sotheby’s 
(London), 6 December, 1967, pp. 75–76, lot 213.

104. The provenance of the Safavid album pages from the 
Metropolitan volume is traced by David J. Roxburgh in 
his ar  ticle on Martin’s involvement in the dispersal of the 
Bahram Mirza Album in the Topkapı Palace: see David 
J. Roxburgh, “Disorderly Conduct?: F. R. Martin and the 
Bahram Mirza Album,” Muqarnas 15 (1998): 32–57. Rox-
burgh also mentions the similarity between some of the 
folios in the Bellini volume and the album pages made dur-
ing  Sultan Ahmed I’s reign, like those of  B. 408; he quotes 
 Martin’s attribution of the compilation of the Bellini Album 
to the 1600s, for Ahmed I.

105. F. R. Martin, The Miniature Painting and Painters of Persia, 


