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CHAPTER ONE

INTRODUCTION TO THE PREFACES

A hundred regrets! M§lik, unique in his age, has departed this world.
He was a calligrapher, a scholar, a darvÊsh following the right path.

He was the Y§qåt of his age; the day when he left this world,
Has become the chronogram of his death: “Y§qåt of the century—M§lik.”1

In this poetic chronogram in two couplets the Safavid calligrapher Malik’s achievements
and personality are conveyed: he is compared to Yaqut, a thirteenth-century calligrapher
who was regarded as the greatest master of the “six scripts” (aql§m al-sitta, shish qalam, khuãåã-

i sitta), and the year of his death, 968 (1560–61),2 is conveyed by an artful combination of
words, each letter of which is assigned a numerical value, their aggregate totaling 968. The
source of the chronogram is unknown. It is recorded in Qazi Ahmad’s Gulist§n-i hunar (Rose
Garden of Art, 1596–1606), in its comprehensiveness a behemoth of art historical-biographical
writing.

Qazi Ahmad’s Gulist§n-i hunar came at the end of a century of art history writing in Iran
that had its origins in the late fifteenth century. From then onward, biographical notices
of calligraphers, painters, and other practitioners of the arts were inserted into historical
works. Biographies of poets mentioned that they were also skilled in calligraphy, depiction,
illumination, and bookbinding, but as auxiliary competencies. Technical treatises (ris§la)
composed by calligraphers sometimes contained passages that recorded aspects of art history
in either prose or poetry.

By the middle years of the sixteenth century a new form of writing, the album preface,
had become established. Written to introduce bound collections of previously loose
calligraphies, paintings, and drawings, these prefaces often contained lists of the names
of practitioners and brief biographical notes about them strung together according to master-
student affiliations. These genealogies of practice formed “chains” (silsilas) that were staged
as histories of art. Each renowned master was a link in the chain of practitioners that
made up the history of transmission: it was a means of organizing information that was
also used in other branches of knowledge. Although Qazi Ahmad employs a similar
scheme—chains of calligraphers subdivided according to script type and material—to
organize his biographical vignettes, his text remains somewhat confusing because it combines
elements of the album preface and the technical treatise (ris§la), but its comprehensive
scope more closely resembles biographical compilations in narrative form.3 His Gulist§n-

1 Q§îÊ MÊr AÈmad Ibr§hÊmÊ \usaynÊ QummÊ [henceforth Q§îÊ AÈmad], Gulist§n-i hunar, trans. V. Minorsky,
Calligraphers and Painters: A Treatise by Q§·Ê AÈmad, Son of MÊr-MunshÊ (circa A.H. 1015/A.D. 1606), Freer Gallery
of Art Occasional Papers 3, 2 (Washington, D.C.: Smithsonian Institution, 1959), p. 144. For a Persian edi-
tion, see idem, Gulist§n-i hunar, ed. AÈmad SuhaylÊ Khv§ns§rÊ (Tehran: Intish§r§t-i Buny§d-i Farhang-i ^r§n,
1352/1973).

2 In his text Qazi Ahmad gives the year of death as 969 (1561–62), as noted by Minorsky (ibid., p. 144, n.
497).

3 Collections of biographies are usually compiled according to profession or avocation and are arranged
according to subdivisions of class or rank.
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i hunar is usually referred to as a treatise, but in many respects it resembles a gargantuan
album preface.

This book is about the album preface (dÊb§cha), a critical, but neglected category of sources
that records the names of masters in the Persianate art tradition and organizes them into a
history of art. The prefaces also express a culture’s view of the procedures, principles, and
practices of art and give some idea of its criteria of judgment. They were prescriptive in
several ways: they defined aesthetic canons and named key masters for each art form; they
assessed the value of the album’s contents through the use of metaphor and association
and by extension also defined the criteria for the album’s reception. Their purpose was to
introduce an array of loose materials ordered in the album and key participants involved
in the album’s inception and execution.

As in any book, the preface was placed at the front of the album to introduce it and its
contents. A few albums also had a conclusion.4 The terms used for prefaces to albums—
dÊb§cha or muqaddima5—do not distinguish between literary forms and are used interchangeably.
In books, a clearer distinction between the two words is sometimes found.6 Chahryar Adle
has discussed the etymology and the additional meanings of the term dÊb§cha: an introduction
to a work, a text written in a “florid” style, and an illuminated double-page frontispiece,7

all definitions that apply to most album prefaces. Referring specifically to the preface by
Dust Muhammad, Adle concludes that translating dÊb§cha as “introduction,” rather than
“preface,” would better express its function of introducing the album’s contents.8 But an
analysis of the contextual relationship between prefaces and albums shows that the preface’s
role varies considerably: some refer more specifically to the album’s contents than others.
The preface does not always operate as a paraphrase or gloss on the album’s content; its
role might be limited to the more abstract purpose of praising God, the Prophet Muhammad,
the album recipient and maker, and the finished album.

Admittedly neither “introduction” nor “preface” in its current usage9 perfectly conveys

4 Sultanov observes the alternatives for the conclusion to a written book—an epilogue (guft§r dar ikhtit§m),
a conclusion (kh§tima), or supplement (tatimma, zayl). He notes that the ending “is not a summary of the work
itself” and hence different from our understanding of a conclusion. T. I. Sultanov, “The Structure of Islamic
History Book (The Method of Analysis),” Manuscripta Orientalia 1, 3 (December 1995): 16–21; esp. 20. For a
general summary to the preface/introduction, see Encyclopaedia of Islam, 2nd ed. [henceforth EI2], s.v.
“MuÎaddima” (P. Freimark). Freimark discusses basic features of the preface, provides an overview of its history,
and mentions some parallels with other non-Islamic prefatory traditions.

5 Additional terms include ris§la and n§ma in Dust Muhammad and ta"lÊf in Shams al-Din Muhammad.
6 Sultanov (“Structure of Islamic History Book,” p. 16) notes that an introduction can be combined with a

preface. He lists the topics addressed in the introduction, including information about the author, the objectives
of composing the work, the methods used to do so, and in some histories, the theoretical principles of historical
writing.

7 Chahryar Adle, “Autopsia, in Absentia: Sur la date de l’introduction et de la constitution de l’album de
Bahrâm Mirzâ par Dust-MoÈammad en 951/1544–1545,” Studia Iranica 19, 2 (1990): 219–56; esp. 248–49
and n. 157. Both meanings are found in Arabic usage; in the singular form the word means a preface or text
that is “embellished or composed in an ornate style,” and in the dual construction, the word has the sense of
“two cheeks,” a metaphor for the illuminated pages of an open book or album. See “dÊb§ja” in Edward William
Lane, An Arabic-English Lexicon: Derived from the Best and Most Copious Eastern Sources, 2 vols. (London: Williams
and Norgate, 1863–93).

8 Adle adds that “introduction” is the more appropriate word in both its French and English senses (ibid.,
p. 249).

9 Introduction: “1: something that introduces: as obs (1): a preliminary step . . . (2): initial instruction: a
first lesson: instruction in rudiments B (1): a distinguishable part . . . that provides explanation, information,
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the function and form of these introductory texts.10 Ideally some neologism could be formed
that would unite the senses of the two and convey the idea behind the habit of alternating
between the terms dÊb§cha and muqaddima in the prefaces themselves. This interchangeability
in terms is to be expected, perhaps, in a situation where a construct—the preface—developed
originally for a written text was then used for a volume whose content was largely visual.
The term “introduction” is not used here simply because its function today is so closely
associated with providing historical background that aids comprehension and evaluation
of the rest of the text. “Preface” has a greater range of meanings and does not suffer from
the limitations of other potentially viable English terms, such as preamble, proem, or
exordium.11 The preface served an introductory role: it presented its object, the album,
that had come into being for a particular circumstance.

Ten prefaces written in Persian between the years 1491 and 1609, in Herat, Tabriz, Qazvin,
Mashhad, and Bukhara, form the core of this book. Nine of them were composed during
the first century of Safavid rule (r. 1501–1732 in Iran). They appear in the codex-format
album (muraqqa#), a bound collection of calligraphies, paintings, and drawings, arranged on
pages and framed with margins of decorated papers. In producing the album, the compiler,
who was often also the preface author, supervised the selection and preparation of materials,
including their repair, resizing, reformating and decoration with illumination, rulings, the
addition of colored grounds, and their arrangement on the page. Sometimes the album’s
patron was directly involved in its production, which in many respects paralleled the techniques
used to make manuscripts. By the early sixteenth century, manuscripts were no longer
conceived of as gatherings of single paper sheets, but rather as aggregates of pieces, each
page a patchwork. The compiler usually assembled the album at the behest of a royal patron
or a high-ranking courtier. When it was finished, members of the court formed an audience
of arbiters, some of whom were also practitioners, who would gather to contemplate its
contents—calligraphies, paintings, drawings, and illumination—and discuss them.

Although the majority of prefaces are to be found in Safavid-period albums, the earliest
ones date from late-Timurid times (dynasty ruled 1370–1506). Beginning in the late fifteenth
century and continuing throughout the sixteenth, calligraphers, librarians, and court
functionaries compiled albums and wrote prefaces for them. While several prefaces were
commissioned in tandem with the production of the album, some appear to have been written
along with other “pattern” texts, for example, prefaces to collections of poetry and models
of official and unofficial correspondence. They were then collected to make an insh§" (lit.,

or comment preparatory or preliminary to the main portion or subject.” Preface: “2: the introductory remarks
of a speaker or the author’s introduction to a book usu. explaining the object and scope of what follows”
(Webster’s Third New International Dictionary of the English Language Unabridged [Springfield, Mass.: G. and C. Merriam
Company, 1976]).

10 The modern sense of preface derives ultimately from its medieval European usage, the accessus ad auctores,
literally, “means of approach to causer [i.e., author, producer].” On the medieval European tradition of the
preface, see Edwin A. Quain, The Medieval Accessus ad Auctores (New York: Fordham University Press, 1986).
Quain observes that Greek philosophical commentators first used the preface (ibid., p. 49). On the Renaissance
preface, which evinces many interesting parallels to the Persian album prefaces, see Kevin Dunn, Pretexts of
Authority: The Rhetoric of Authorship in the Renaissance Preface (Stanford, Calif.: Stanford University Press, 1994).

11 Exordium: Lat., literally “the warp of a web,” used to refer to a part of a speech, an introduction (Cicero
and Quintillian). Preamble: “1: an introductory part (as to a book, document) . . . specif: the introductory part
of a statute, ordinance, or regulation . . .. ” Proem: “1: a preliminary discourse to a longer piece of writing; 2:
an introductory comment before a speech” (Webster’s Third New International Dictionary).
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composition; epistolary art). Although the practice of writing prefaces for albums is attested
in the late fifteenth century, the earliest known album to contain a preface dates from 1544–
45.

Both album making and preface composition were also common practices at courts
contemporary with the Safavids, the Ottomans and Mughals, as was the general practice
of art historical–biographical writing. A preface composed by Muhammad Cenderecizade
and copied by Haydar al-Husayni (dated 1572–73, in Constantinople), accompanied an
album for the Ottoman Sultan Murad III (r. 1574–95).12 Another, made for the Ottoman
Sultan Ahmed I (r. 1603–17), has a preface composed by Kalender Pasha (d. after 1614–
15), the superintendant of construction (emÊn-i bin§) at the sultan’s new mosque in Istanbul.13

An art-historical text, also written in an Ottoman milieu, and one which takes second place
only to Qazi Ahmad in the frequency of its use in art historical scholarship, is Mustafa
#Ali’s Men§kib-i hünerver§n (Books of Deeds of the Skillful) completed in 1587.14 It inspired
numerous later biographical works.15

Several prefaces in Mughal albums are recorded.16 Two of the most famous albums, the
Muraqqa#-i Gulist§n and the Muraqqa#-i Gulshan, dating from the reign of the emperor Jahangir
(r. 1605–27), each contains a preface. Mawlana Muhammad Husayn Kashmiri composed
both.17 The Muraqqa#-i Sh§hÊ, assembled for Jahangir, has a preface composed by Abu al-
Fazl Naguri #Allami,18 and an album for Shahdukht Zayb al-Nisa" Begum, a daughter of
Awrangzeb (r. 1658–1707) has one by Mulla Muhammad Riza Rashid Dihlavi.19 In the
beginning pages of the so-called Kevorkian album, ordered by Jahangir but added to as

12 For a description of the album and its contents, see Dorothea Duda, “Das Album Murads III. in Wien,”
in Ars Turcica: Akten des VI. Internationalen Kongresses für Türkische Kunst, München vom 3. bis 7. September 1979, 2
vols. (Munich: Editio Maris, 1987), 2:475–89. Duda provides details about the preface (its author, scribe, date,
and place of copying).

13 Istanbul, TopkapÌ SarayÌ Kütüphanesi [henceforth TSK], B. 408. The preface is unpublished. Kalender
Pasha also composed a F§l-n§ma that he dedicated to Sultan Ahmed I (TSK H. 1703). He became a vizier on
2 Shawwal 1023 (5 November 1614) replacing AÅa Yusuf Pasha. Kalender Pasha had been assistant treasurer
before his appointment as superintendant of construction for the new mosque on the Hippodrome. See Mustaf§
NaÊm§, T§rÊÉ-i NaÊm§, 6 vols. (Istanbul, 1864–66), 2:131. I thank András Riedlmayer for this reference.

14 For an edition of Mustaf§ #$lÊ’s text, see HattatlarÌn ve Kitap SanatçÌlarÌnÌn DestanlarÌ (Men§kÌb-i Hünerver§n),
ed. Müjgan Cunbur (Ankara: Kültür ve Turizm BakanlÌÅÌ YayÌnlarÌ, 1982). A Persian translation of the text
is also available, idem, Man§qib-i hunarvar§n, trans. and commentary by TawfÊq H. SubÈ§nÊ (Tehran: Suråsh,
1369/1991).

15 Among the earliest works to make use of the Ottoman sources, including Nefeszade (Gülz§r ül-ßev§b, between
1623 and 1640) and Mustakimzade (TuÈfe-i Éaãã§ãÊn, 1759), is Cl. Huart, Les calligraphes et les miniaturistes de l’Orient
musulman (Paris: Ernst Leroux, 1908).

16 The most comprehensive list to date is in MuÈammad TaqÊ D§nishpazhåh, “Muraqqa# s§zÊ va jung
nivÊsÊ,” in Farkhunda Pay§m: Y§dg§rn§ma-yi Ust§d Doktor Ghul§mÈusayn YåsufÊ (Mashhad: D§nishg§h-i Mashhad,
1359), pp. 148–229, esp. 202–10.

17 For a discussion of the Gulshan album and excerpts from its preface, see AÈmad SuhaylÊ Khv§ns§rÊ,
“Muraqqa#-i Gulshan,” Hunar va Mardum 73 (November 1968): 16–18. Mawlana Kalim composed a chronogram
for it (ibid., p. 18). For Muhammad Husayn Kashmiri, see MahdÊ Bay§nÊ, AÈv§l va §s§r-i khushnivÊs§n, 2 vols.,
4 pts. (Tehran: #IlmÊ, 1363/1984 or 1985), 2, 3:702–4, no. 1001. Bayani does not mention prefaces among
Kashmiri’s works. See also D§nishpazhåh, “Muraqqa# s§zÊ va jung nivÊsÊ,” p. 207.

18 C. A. Storey, Persian Literature: A Bio-Bibliographical Survey, 5 vols. (rpt., London: Royal Asiatic Society of
Great Britain and Ireland, 1970–), vol. 1, pt., 1, no. 709; and D§nishpazhåh, “Muraqqa# s§zÊ va jung nivÊsÊ,”
pp. 202–3.

19 Information about the preface is provided by D§nishpazhåh, “Muraqqa# s§zÊ va jung nivÊsÊ,” pp. 211–
12.
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late as the reign of Awrangzeb, the preface for a treatise on calligraphy by Mir #Ali is found
enframed in luxurious illuminated margins.20 The Mughals also produced a considerable
biographical literature which supplies many references to practitioners of the arts.

While comparison of these Ottoman and Mughal album prefaces to the Safavid examples
can be instructive, their art traditions followed a different aesthetic path and developed
into distinct regional traditions. Local factors resulted in stylistic hybrids; indeed, visual
styles were deliberately forged to distinguish one dynastic group from its neighbor, a process
of self-definition analogous to corporate identity that often had political and overtly ideological
purposes. Although the great art traditions of the Safavids, Ottomans, and Mughals shared
common roots (e.g., the early history of calligraphy), similar practices and media, and
peripatetic practitioners who effected a measure of continuity across the three traditions,
each grew more distant from the others as time passed. Comparisons of the art historiographic
literature are tempting especially because they share a courtly language and common literary
practices. But this book sets out to study preface composition in the first century of Safavid
rule to lay a foundation for further exploration of connections between the written sources
and the images, traditions, and practices. Wider comparisons are beyond its scope. Also
beyond its scope is a detailed analysis of prefaces in relation to the specific contents of each
album, a project I hope to deal with in another book.

PRIORITIES AND PERCEPTIONS IN THE STUDY OF SIXTEENTH-CENTURY
PERSIAN ART HISTORIOGRAPHY

Even at its earliest stages, the study of Persianate painting, drawing, and calligraphy used
a panoply of written sources, like Qazi Ahmad’s Gulist§n-i hunar,21 drawn from different
literary genres and semantic contexts. The approach taken was to ignore their differences
and assume that they contained documentary evidence essential to the identification of the
canon of practitioners. Without attending to the literary aspects of the texts or other factors
that may have shaped them, historians of art mined them for biographical elements in the
hope of producing a historical construction. Textual criticism was not given priority. More
pressing was the goal of reconstructing the practitioners’ landscape, to delineate its borders,
identify its centers and schools, and assess the roles played by its patrons. The larger objective
was to narrate a history of artistic development from the study of material evidence, in
which the role of schools in centers of production (e.g., Baghdad, Herat, Tabriz, Shiraz),

20 See Stuart Cary Welch, Annemarie Schimmel, Marie L. Swietochowski, and Wheeler M. Thackston,
The Emperor’s Album (New York: Metropolitan Museum of Art, 1987), pp. 84–85, trans. on p. 91. That the
album began with a treatise by the calligrapher is not surprising given that virtually every calligraphic specimen
in the album is copied by him (or by his students and signed with his name). A synopsis of the album’s history
is provided in ibid., pp. 11–30.

21 Among the texts made available in early studies were Dust Muhammad’s preface to the Bahram Mirza
album and biographical passages on painters from Muhammad Haydar Dughlat’s T§rÊkh-i rashÊdÊ (after 1541)
(Laurence Binyon, J. V. S. Wilkinson, and B. Gray, Persian Miniature Painting [London: Oxford University Press,
1933], apps. 1 and 2; and Khvandamir/Amini’s preface to an album compiled by Bihzad (Thomas W. Arnold,
Painting in Islam: A Study of the Place of Pictorial Art in Muslim Culture [Oxford: Oxford University Press, 1928;
rpt. New York: Dover Publications, 1965], pp. 35–37). Mughal historical sources were available in translation
slightly earlier, as were excerpts from Turkish and Arabic texts on calligraphy (see Huart, Les calligraphes et les
miniaturistes de l’Orient musulman).
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and an artist’s oeuvre could be determined and constantly refined.22 Basically, scholars were
preoccupied with questions of attribution and provenance.

The value of primary sources for this methodology resides in their potential for historical
reconstruction and for further refining the classification of material. Scholars view the texts
as transparent, offering themselves to interpretation as a form of objective documentation
in which personal motives—one critical factor among others that could affect the shape
and contents of a text—did not enter into the process of writing.23 A variety of historical,
cultural, literary, and physical dimensions are not considered. A good example is the treatment
meted out to the preface in the Bahram Mirza album completed in 951 (1544–45) by Dust
Muhammad. For scholars of Persianate painting, this preface is useful for the construction
of a history of calligraphy and painting.24 Scholars have adopted Dust Muhammad’s narrative
prima facie, and it has long since become the locus classicus for the history of Persianate painting.
It is regarded as accurate in its sequence of art historical events, patron-artist relationships,
and shifts in praxis and aesthetics, in part because it was one of only a few texts available
to scholars in the early stages of the study of Persianate painting. As a result his narrative
has in large part been reproduced in modern scholarship.25 The clarity of Dust Muhammad’s
references to books commissioned by princely patrons also tempted scholars to identify them
among extant manuscripts and to place these into the taxonomy of Persianate painting.26

The emergence in recent years of many other sources has made it clear, however, that

22 A rare statement on this method was made by B. W. Robinson in response to the newly formulated
ideas and methodologies advanced in the late 1980’s by two exhibitions and their publications. Robinson writes,
“I do not think I need apologize, at my age, for following the old and tried methods, rather than joining the
somewhat esoteric and abstruse nouvelle vague approach set in motion at the symposium that accompanied the
exhibitions of Timurid art and of the Vever Collection at the Sackler Gallery in 1989. As an old museum
man, I prefer to deal in objects, facts, dates, and human personalities” (B. W. Robinson, Fifteenth-Century Persian
Painting: Problems and Issues [New York and London: New York University Press, 1991], p. 2).

23 Perhaps the earliest study to do so was Schroeder’s essay of 1939 (Eric Schroeder, “Ahmed Musa and
Shams al-Din: A Review of Fourteenth Century Painting,” Ars Islamica 6 [1939]: 113–42). In it Schroeder
used Dust Muhammad’s 1544–45 album preface as a normative history of the art that modern scholarship
had dated to the fourteenth century. The same method of using textual sources in the study of Persianate
painting has continued (B. W. Robinson, “Survey of Persian Painting,” in Art et société dans le Monde iranien, ed.
Chahryar Adle [Paris: Éditions Recherche sur les Civilisations, 1982], pp. 13–82). Some of the dangers in an
uncritical acceptance of sources were exposed by Massumeh Farhad and Marianna Shreve Simpson (“Sources
for the Study of Safavid Painting and Patronage, or ‘Méfiez-Vous de Qazi Ahmad ’,” Muqarnas 19 [1993]: 286–91).
They showed chronological inconsistencies between the Gulist§n-i hunar and Khul§ßat al-tav§rÊkh written by Qazi
Ahmad and a general augmentation of data about the Safavid prince Ibrahim Mirza. Both features, they conclude,
were intended to improve Ibrahim Mirza’s status in the Gulist§n-i hunar and his wider recognition as a patron
of painting and calligraphy (ibid., pp. 287–89). One factor that may account for chronological discrepancies
could be the use of two calendars, the solar and lunar. McChesney discussed the use of two calendrical systems
in Iskandar Beg Munshi’s history and adds that Qazi Ahmad did the same (Robert D. McChesney, “A Note
on Iskandar Beg’s Chronology,” Journal of Near Eastern Studies 39, 1 [January 1980]: 53-63; esp. 61).

24 Scholarship on each preface is summarized in appendix 1.
25 A similar phenomenon has been observed in the discipline of history. See Jean Aubin, “L’Avènement

des Safavides reconsidéré (Études safavides III),” Moyen Orient et Océan Indien 5 (1988): 1–130.
26 For example, see Schroeder, “Ahmed Musa and Shams al-Din,” and Robinson, “Survey of Persian

Painting.” Danishpazhuh identified an album in the Topkapi Palace Library (H. 2152) as the anthology (jung)
made for Baysunghur mentioned by Dust Muhammad in his preface (D§nishpazhåh, “Muraqqa# s§zÊ va jung
nivÊsÊ,” p. 169). It is hard to imagine how any of the techniques or forms of expertise of the practitioners
named by Dust Muhammad could have resulted in this album, especially in its reference to the illustration of
particular scenes in relationship to the text: the album is a collection of drawings, paintings and calligraphies,
not a manuscript of text illustrated by paintings.
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Dust Muhammad was not the first to take up the practice of recording an art historical
tradition; it predated him by some thirty years in a variety of texts. Extensive references to
practitioners, patrons, and techniques are found in such disparate sources as biographies,
collections of poetry, and histories, and in technical treatises that include advice as how to
select and trim the reed pen, shape letters, make ink, and select and tint paper.27

It seems clear, then, that Dust Muhammad’s narrative could be replaced by others, for
he was only one of several people engaged in writing a history of art and his understanding
of that history developed from the sources that he had available to him: communications
from his peers (critics and practitioners), a variety of written sources including histories,
biographies, and poetic texts,28 and what remained of the art itself, either collected in royal
libraries or distributed and exchanged by peripatetic artists seeking patronage in the courts
of Central Asia, Iran, India, and Turkey.29 This last category is perhaps the most important
because it provided the author of the preface with subjective judgment beyond the
conventional received wisdom of his time, and was the source of variations between Dust
Muhammad’s narrative and those composed by other authors.30 He composed his history
of art by selecting from his sources and describing particular royal courts with their patrons
and practitioners.

In writing his history Dust Muhammad had certain objectives in mind that gave his art
historical conception its particular shape. His text was not a comprehensive listing of
practitioners—if this had been his objective there are some notable absences—and certain

27 Two handlists of texts devoted in part or in whole to the subject of art, its techniques, and practitioners
were compiled by Habibi and Danishpazhuh. See MuÈammad TaqÊ D§nishpazhåh, “Sar guzasht-i n§mah§-
yi khushnivÊs§n va hunarmand§n,” Hunar va mardum 86–87 (1348): 31–43; idem, “Muraqqa# s§zÊ va jung nivÊsÊ”;
and #Abd al-\ayy \abÊbÊ, “Literary Sources for the History of the Arts of the Book in Central Asia,” in Arts
of the Book in Central Asia 14th-16th Centuries, ed. Basil Gray (Paris: Unesco, 1979), app. 1, pp. 273–80. Several
sources about technique were compiled by Storey (Persian Literature: A Bio-Bibliographical Study 1:2, “N. Biography:
[d] Calligraphists and Painters,” pp. 1071–78; and 2:3, “G. Arts and Crafts, [d] Calligraphy,” pp. 382–87).
For the most comprehensive and synthetic study of these texts, one that also attempts to examine them in
light of the physical evidence, see Yves Porter, Peinture et arts du livre: Essai sur la littérature technique indo-persane,
Bibliothèque iranienne 35 (Paris and Tehran: Institut Français de Recherche en Iran, 1992).

28 In the preface he alludes to unnamed historians and biographers to support his contention that calligraphy
originated with Adam; on Daniel as the originator of portraiture he invokes “the writings of the great”; on
ancient painters he refers the reader to the Khamsas of “several great [poets],” no doubt referring to Nizami
and Amir Khusraw Dihlavi. Traditions on the origin of writing long precede Dust Muhammad, although it is
not possible to identify the specific traditions that he drew on with greater precision. For example, Ibn al-
Nadim cites a tradition attributed to Ka#b al-Ahbar who stated that the first “to originate Arabic and Persian
script and other forms of writing was Adam.” Ibn al-Nadim adds that he wrote on baked clay. See Ibn al-
NadÊm, The Fihrist of Ibn al-NadÊm: A Tenth-Century Survey of Muslim Culture, ed. and trans. Bayard Dodge, 2 vols.
(New York and London: Columbia University Press, 1970), 1:7.

29 Dust Muhammad notes that during the reign of Sultan Husayn Mirza (r. 1470–1506) three fourteenth-
century illustrated manuscripts with paintings by Ahmad Musa were in the Timurid sultan’s library. The existence
of these manuscripts could have been reported to him, or Sultan Husayn Mirza’s ownership of them may
have been recorded by notes and seals added to the endpapers of the manuscripts. Dust Muhammad would
have culled the information from his examination of the volumes in the Safavid royal library. Among the
manuscripts were a Mi#r§j-n§ma and a KalÊla wa Dimna. Paintings from the former are probably to be identified
with those included in Bahram Mirza’s 1544–45 album. This would confirm the theory that Dust Muhammad’s
historiographic method involved an examination of material artifacts. The second manuscript, a KalÊla wa
Dimna, may be identified with the paintings mounted in a Safavid album compiled for Shah Tahmasp (IUL,
F. 1422), most likely a few years later.

30 Dust Muhammad’s definition of the “six masters,” or the students of Yaqut, for example, differs from
that of other historians.
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metropolitan traditions of bookmaking, analyzed in modern scholarship and accorded great
significance, are ignored by him. This is one way in which Dust Muhammad’s preface might
be understood as canon-forming. Other factors that may have caused the particular inflections
of Dust Muhammad’s preface include its relationship to the album proper and his synoptic
view of a history of art from a Safavid setting. Unlike several other preface writers, one of
Dust Muhammad’s central aims was to link Safavid practices of nasta#lÊq and depiction to
their origins in the fourteenth century. A series of lengthy stories and anecdotes in Dust
Muhammad’s preface are unparalleled in any other preface. All of these dimensions constitute
a caveat against treating the preface as normative, untouched by personal concerns or
contextually induced factors.

Subsequent art historical research has continued to fill out the history of the Persianate
art tradition, making necessary adjustments along the way in the face of an expanding corpus
of objects and information. But several subjects have not yet been pursued. One is the
examination of the language used to describe the objects, media, practitioners, and qualitative
achievements of the art tradition. Related to it is the language of judgment, an untapped
medium for understanding criteria used for criticism and evaluation.31 Yet another concerns
the analysis of texts as sources of artistic theories by which we might analyze ways of thinking
about and seeing art if the study of Persianate visual culture is ever to escape from the
strictures of certain forms of analysis (stylistic, taxonomic) and categorization (illustration,
decoration).

The reception of Qazi Ahmad’s Gulist§n-i hunar is indicative of these priorities and
approaches. Belying the text’s reception, however, are two opposing trends that have run
through the early study of Persianate painting and the arts of the book. In the first current,
Qazi Ahmad’s Gulist§n-i hunar, such texts as Dust Muhammad’s album preface, and references
to practitioners in historical and biographical works from the late fifteenth century onward
were read in a particular way. References to individual practitioners and patrons seemed
to offer a cross-cultural parallel to the paradigm of Western art, especially of the Renaissance.
In this model of Persianate art, aspects of the tradition’s distinctiveness were overridden to
harmonize it with its European counterpart.32 Market forces and the concern to champion
this tradition and thus make it equal to the Western one played a role in a formation that
was designed to claim similarity.

The second trend was to try to define the aesthetics of Persianate painting as different.
Insofar as painting remained confined to the book, it was diminished in value. Unlike the
European developmental model in which painting traversed manuscript illustration to panel
and then to oil painting and could be interpreted as the successive refinement of
representational techniques from medium to medium, the Persianate tradition appeared
to be bound up in a medium and context that was frozen in time—it would be medieval
forever. The aesthetics of the Persianate painting articulated through opposition to the Western

31 Such a study faces some serious problems because the relationship between certain adjectives and the
features or qualities of the artwork they describe can seem obscure and esoteric to the modern reader. In his
discussion about the criticism of calligraphy, Grabar pointed to the problematic nature of the various primary
texts that might be enlisted to reconstruct the language of judgment used by the culture that produced the
art. Grabar identified five themes that emerged from a group of critical texts spanning a long chronological
period. See Oleg Grabar, The Mediation of Ornament (Princeton: Princeton University Press, 1992), chap. 2,
esp. pp. 83–92.

32 For references to these comparisons, see David J. Roxburgh, “Kamal al-Din Bizhad and Authorship in
Persianate Painting,” Muqarnas 17 (2000): 119–46; esp. 119 and n. 9.
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teleology of visual problem-solving and its formal priorities was defined as merely decorative,
no different from ceramics, metalwork, glass, ivories, carpets and textiles. The objective in
scholarship was to emphasize common aesthetic features of media as part of a larger effort
to define what was particular to Islamic art.

One of the many benefits of studying primary sources lies in its potential to challenge,
reshape, and perhaps eventually corroborate the cross-cultural paradigms and methodologies
that have been applied, more often than not without questioning, to Persianate painting in
general and the arts of the book in particular. Before detailing the manifold possibilities
offered by a sustained scrutiny of the preface, it is important to lay out some of the perceptions
and general notions that have blocked certain approaches to the study of texts. The power
of such a perception is suggested by the absence of an interpretative literature or historical
study about the written sources, either of separate genres or collectively. Because many
preconceptions about the written sources are so deeply rooted, it is important to explain
their history and foundation.

Research on the album preface and its historical context has turned up a number of written
sources that have, by and large, evaded the attention both of scholars and a wider audience.
Certainly still other written sources will be uncovered as manuscript cataloguing continues
apace and scholars make a greater effort to cast their nets more widely and in less familiar
waters.33 In the meantime it would be imprudent to claim comprehensive coverage based
on the temporal and geographical parameters defined by the prefaces discussed in this book.34

Scholars may have been deterred from analyzing the texts because of two deeply embedded
notions that are quite alive in scholarship today. The first is that the Persianate art tradition’s
textual corpus is scanty, especially when compared with the mass of European and Chinese
art-historiographic literature.35 As Robert Hillenbrand puts it, “Dust Muhammad, the prime
literary source for the latter art [viz., painting], is a very poor exchange for Vasari.”36 The
second notion is that composing art historical texts was a short-lived and restricted activity.37

In 1918, Edgard Blochet asserted, “In fact, Persian connoisseurs, no less than European
collectors, did not know the names of artists other than those transmitted in the literary

33 An important aspect of the training and socialization of the homo academicus concerns the institutional
framework in which his research practices occur. As a kind of disciplinary heritage, scholars tend to limit
their activities to clusters of institutions where earlier generations of similar scholars have worked.

34 At an advanced date in research another sixteenth-century album preface turned up. It is by Mawlana
Muhammad Mirak Salihi Mashhadi, a grandson of Murvarid. He worked in the chancellery (dÊv§n-i insh§")
under Shah Tahmasp. The preface survives in an anthology (jung) of Khatunabadi. An edition, based on a
recension in Tehran (Kitabkhana-yi Milli no. 3849, fols. 229–30), was published by D§nishpazhåh, “Muraqqa#
s§zÊ va jung nivÊsÊ,” pp. 191–94.

35 There is considerable reference material for European and Chinese art literatures in addition to synthetic
investigations of major themes and problems. See, for example, Julius von Schlosser, Die Kunstliteratur (Vienna,
1924); and Moshe Barasch, Theories of Art: From Plato to Winckelmann (New York and London: New York University
Press, 1985).

36 Robert Hillenbrand, Islamic Architecture: Form, Function and Meaning (New York: Columbia University Press,
1994), p. 28.

37 Discussing art collecting, art history and the art market, for what he terms the “Islamic art tradition,”
Joseph Alsop remarked on the “transition from an almost wholly anonymous though very great art to an art
with many remembered artists,” and that “this transition occurred in Islamic art, although surprisingly late
and in a relatively limited way” (Joseph Alsop, The Rare Art Traditions: The History of Art Collecting and Its Linked
Phenomena Wherever These Have Appeared [London: Thames and Hudson, 1982], p. 255). Although Alsop’s main
reference was to an increased number of remembered masters, it necessarily depends on the “linked phenomena”
of an art historical consciousness and writing about a history of art and its practitioners.
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tradition of the \abÊb al-siyar and the #$lam§r§-yi #abb§sÊ, no painter except for those artists
whose masterworks ranged between 1470 and 1540.”38 Referring to the histories by
Khvandamir and Iskandar Beg Munshi, Blochet combines the notions of brief chronology
and paucity of information on references to artists and a history of art. Early scholars like
Blochet faced tough problems, given the limited resources available to them, but it is surprising
that many of their notions should have retained currency until now.

The perception that the written record on calligraphy and depiction is meager also held
sway until quite recently in the study of Islamic architecture,39 but is now constantly being
challenged. Three of the album prefaces, for example, are not known through the albums
but through insh§", manuals of exemplary texts compiled as reference works for epistolary
composition. The insh§" provided models for various texts and instruction in matters of
etiquette, rhetoric, and language. Usually short technical treatises are found in collections
of texts often referred to as majmå#a. Insh§" and majmå#a typically do not have tables of contents,
and they constitute such a massive number of manuscripts that cataloging even a fraction
of them in any given library would be a daunting task. It is often pure serendipity that
leads to the discovery of the written sources buried in them.

Throughout the twentieth century, however, significant efforts were made to compile
lists of written sources important to the study of Persianate painting and the arts of the
book,40 even if the intention of making each source available in transcription and translation
has not followed.41 Making critical editions of those sources that appear in multiple recensions
still remains to be accomplished,42 and for unique autographs—as the majority of album
prefaces are—published versions often contain errors in reading or intentional omissions

38 “En fait, les amateurs persans, pas plus que les collectionneurs européens, ne connaissent d’autres noms
d’artistes que ceux qui leur ont été transmis par le tradition littéraire du Habib al-siyar et de l’AlamaraÊ-Abbassi
aucun peintre hormis les virtuoses dont les chefs d’oeuvres s’étagent entre 1470 et 1540” (E. Blochet, “Les
peintures des manuscrits persans de la collection Marteau,” Monuments et mémoires 23 [Paris, 1918–19]: 129–
214; esp. 166).

39 For example, see Renata Holod, “Text, Plan and Building: On the Transmission of Architectural
Knowledge,” in Theories and Principles of Design in the Architecture of Islamic Societies, ed. Margaret ’ev´enko (Cambridge,
Mass.: Aga Khan Program for Islamic Architecture, 1988), pp. 1–12; esp. 1; and Howard Crane, Ris§le-i
Mi#m§riyye: An Early Seventeenth-Century Ottoman Treatise on Architecture, Studies in Islamic Art and Architecture 1
(Leiden, New York, and Cologne: E. J. Brill, 1987), p. 1.

40 Indispensable lists of Persian written sources for the study of the arts of the book, calligraphy and painting,
composed in the pre-modern and modern periods were compiled by D§nishpazhåh, “Sar guzasht-i n§mah§-
yi khushnivÊs§n va hunarmand§n”; idem, “Muraqqa# s§zÊ va jung nivÊsÊ”; idem, “DabÊrÊ va nivÊsandagÊ,” Hunar
va Mardum nos. 101–6 and 109–18 (March 1971–August 1972); idem, “Gulz§r-i ßaf§: ‘ayrafÊ,” Hunar va Mardum
93 (1349): 30–42; esp. pp. 30–32; \abÊbÊ, “Literary Sources for the History of the Arts of the Book in Central
Asia”; and Storey, Persian Literature: A Bio-Bibliographical Study 1:2, “N. Biography: (d) Calligraphists and Painters”;
and ibid., 2:3, “G. Arts and Crafts, (d) Calligraphy.” A collection of Persian written sources was compiled by
NajÊb M§yil HaravÊ (Kit§b §r§"Ê dar tamuddan-i isl§mÊ [Mashhad: Ast§n-i Quds RaîavÊ, 1372/1993]). In his
encyclopedic work on calligraphers, Mahdi Bayani did not fail to mention primary texts composed by the
calligraphers (AÈv§l va §s§r). Studies on individual written sources and their authors are too extensive to list
here, but many are referred to in the notes of the above-mentioned articles and books.

41 A rare exception is Qazi Ahmad’s Gulist§n-i hunar, translated with annotations by Minorsky and a Persian
edition published by Khvansari. A fairly extensive critical literature has developed from these two resources.

42 Work still remains to be done on such a well-known and published text as Qazi Ahmad’s Gulist§n-i hunar.
Recently, Porter studied an autograph manuscript of which Minorsky was unaware. See Yves Porter, “Notes
sur le ‘Golestan-e Honar’ de Qazi Ahmad Qomi,” Studia Iranica 17 (1988): 207–33. For biographical details
about Qazi Ahmad, see Ehsan Echraqi, “Le Kholâsat al-Tawârikh de Qâzi Ahmad connu sous le nom de Mir
Monshi,” Studia Iranica 4 (1975): 73–89.
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with or without indication. Transcription is often a selective process, with some passages
privileged over others as being more significant in content—poetry or lengthy titles are
routinely omitted, for example. Rarely are sources accompanied by a critical apparatus or
commentary.

Most worrisome about the perception that the corpus of written sources is sparse, however,
is the supposition that the lack of sources indicates an absence of a habit of thought.43 When
the perceptions of paucity and restricted duration are combined with disappointment, the
result is overreliance on a few written sources—Dust Muhammad’s preface and Qazi Ahmad’s
Gulist§n-i hunar—over others because they match most closely the priorities and expectations
of modern scholarship, including content that meets the modern criteria of usefulness and
a mode of literary expression that suggests a truthful representation of historical events and
an explication of cultural values and aesthetics.

Another aspect of written sources that precludes their analysis and interpretation is the
language used by their authors. Considered verbose and hyperbolic, overly embellished in
rhetorical expression and strewn with complex, amphibologous words (words with several
different meanings) and tropes, the Persian language got in the way and led to two polarized
approaches. The first was to dismiss the texts as hollow statements. Thus we encounter
such assessments of the prefaces as “high-flown gush,”44 where form is the content. Because
the author’s sole interest seems to be a demonstration of literary prowess and technical
virtuosity, meaning is thought to reside entirely in the text’s form (i.e., what is said is secondary
to how it is said).45 The critical reception of sixteenth-century written sources is an extension
of the general attitude toward Persian literature of the period:  much of modern scholarly
literature involves the critical appraisal of individual authors, their work, and the definition
of literary trends, but many of these judgments have little or nothing to do with the values
and priorities of the Persian literary tradition of the time, and in assessing its literary merits,
features like originality, the substance of images, and psychological dimensions of poetry,
all values consonant with European literature or defined by relationship to it, tend to be
favored.

The second approach is the opposite extreme of neglecting form—defined here as all
aspects of the literary complex, including structure, language, rhetorical framework, and
themes—in order to isolate content. This has produced a reductive attitude toward the array
of textual sources, leading to a literal reading of figural texts like those by Qazi Ahmad
and Dust Muhammad, assuming them to be purveyors of factual information. But even
those using this second approach find the written sources inadequate and lament the nature
of their content which results from the confluence of an author’s choices and the practices

43 Thus, in an essay on criticism under the subsection on Islam, Gabrieli writes: “Even in an age in which
art had such popularity and refinement, this tentative criticism lacked an adequate theoretical basis,” Encyclopedia
of World Art (New York, Toronto, and London: McGraw-Hill Book Co. Ltd., 1961), s.v. “Criticism” (Francesco
Gabrieli), 4:143. The age he refers to is the sixteenth century of the Safavids, Mughals, and Ottomans.

44 Discussing the theories of Dust Muhammad, Qazi Ahmad, and Mustafa #Ali on the origin of painting,
Rogers writes, “But these are ex post facto justifications, if that, and little better anyway than high-flown gush”
(Filiz ÇaÅman and Zeren TanÌndÌ, trans., edited and expanded by J. M. Rogers, The TopkapÌ Saray Museum:
The Albums and Illustrated Manuscripts [Boston: New York Graphic Society, 1986], p. 23).

45 In her study of late-fifteenth-century poetry and its increasing focus on technical embellishment, Subtelny
agrees with Rypka’s assessment that it resulted in “the culture of the word and form over content,” but she
concludes, “One can hardly expect from this literature something that it was never originally intended to
provide” (Maria E. Subtelny, “A Taste for the Intricate: The Persian Poetry of the Late Timurid Period,”
Zeitschrift der Deutschen Morgenlandischen Gesellschaft 136, 1 [1986]: 56–79; 78).
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of a literary tradition that exert their own momentum. Thus, B. W. Robinson writes:

One deplores the scarcity and often the unsatisfactory nature of the literary sources. Why could
not the Persians record their artists and craftsmen as meticulously as the Japanese who have,
for example, a dictionary of swordsmiths covering ten centuries and containing twelve thou-
sand names, each provided with date, family, school, locality, signature, and characteristics?46

A frustration with language is transformed here into a regret about content:  the Persian
authors rarely record what one would have hoped or wished for. Aspects of the Persian
language in which the texts are written only exacerbates this complaint about inadequacy
of content. Rather than try to understand what was relevant to the authors, an anachronistic
search for our own modes of thought ensues.

The Persian literary complex is so nuanced and challenging that it often defies easy
comprehension. Multiple meanings of many passages are possible—especially in poetry—
and the complete explication of alternate readings, cultural allusions, and images would
require a lengthy gloss. The puns employed by authors, the inherent ambiguity of some
words, and the easy slippage from one image into another yielding a sequence of diverse
referents from single signifiers produce a textual structure that operates on numerous levels
and that defies interpretative closure. This very feature only brings home the realization
yet again that historical analysis of the written source must also attend to its literary dimensions
and practices.

These responses stem from comparisons to the art literatures of other traditions, the seeming
abyss that divides scholarly objectives from textual realities, and the implicit construction
of culturally defining characteristics according to a framework of opposition. Embodying
all three is Nabil Safwat’s characterization of the Ottoman calligrapher Mustakimzade’s
TuÈfe-i ÉaããaãÊn (Gift of the Scribes, 1759); “Müstakîm-zade writes with simple, unpretentious
scholarship, free from jargon, and with remarkable clarity; the sympathetic manner in which
he integrates anecdotes, poems and biographical detail into a comprehensive history of Islamic
calligraphy makes him an Ottoman Vasari, as it were.”47 Writing later in the tradition,
Mustaqimzade comes closest to Giorgio Vasari because he is comprehensive and his language
is seemingly original, free from the conventions of Persian literary practice. The subtext is
that his biographies of calligraphers are of great use as a source and neatly intersect with
the interests and priorities of the historian of art. Qazi Ahmad and Dust Muhammad might
have been accorded the same comparison had they written in a different literary mode.

It is obvious that Persian art historical sources suffer from comparison to sources from
other, especially European, art traditions.48 But not one of these comparisons is supported

46 Robinson, Fifteenth-Century Persian Painting, pp. 77–78.
47 Nabil F. Safwat, The Art of the Pen: Calligraphy of the 14th to 20th Centuries, The Nasser D. Khalili Collection

of Islamic Art, vol. 5 (London and Oxford: The Nour Foundation in association with Azimuth Editions and
Oxford University Press, 1996), p. 9.

48 In his overview of sources available for the study of architecture, Hillenbrand (in Islamic Architecture, pp.
26–30) focuses on their documentary dimension, and the potential of the texts to help modern scholars understand
lost buildings and architectural traditions. Although he notes that “literary sources on the whole provide a
disappointingly meagre range of information on medieval buildings” (ibid., p. 26), he also remarks on the
massive range of references in K. A. C. Creswell’s study of Islamic architecture. But the sources are still found
to be wanting, especially compared to such writers as Alberti (ibid., p. 28), and Islam lacks the “invaluable
and endlessly revealing sketchbook” of a figure like Villard d’Honnecourt (ibid., p. 27). By way of a concluding
remark, he writes: “The collation of such scraps of information certainly helps to establish major trends, such
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by a detailed analysis, and the comparisons require careful definition so that similarities
and differences between discrete art traditions and the literatures that accompanied them
are clearly articulated. Indeed, the various art historiographic traditions differ in significant
details and concepts, but there are also many intriguing parallels.

Perhaps the strongest disabling force is the opposition between literal and figural writing,
e.g., between Vasari and Dust Muhammad. This opposition begins with how meaning is
constituted in a text—that is, the text’s literariness and its rhetorical formation—and is then
extended to encompass what is judged to be significant content, the presence of description
and its nature, and the scope and comprehensiveness of the text. Of course, the two traditions
are not truly in opposition; the texts by Dust Muhammad and Vasari each use both literal
and figurative forms of discourse.49 One of the greatest sources of criticism lies in the idea
that the Persian written source is entirely figurative.50

This opposition between literal and figurative discourse has long since been challenged
in other disciplines. The study of historiography has responded to literary theory and to its
new ideas about literariness. On this very subject Hayden White observes:

It is now possible to recognize that in realistic, no less than in imaginary, discourse, language
is both a form and a content and that this linguistic content must be counted among the other
kinds of content (factual, conceptual, and generic) that make up the total content of the dis-
course as a whole. This recognition liberates historiographical criticism from fidelity to an
impossible literalism and permits the analyst of historical discourse to perceive the extent to
which it constructs its subject matter in the very process of speaking about it. The notion of
the content of linguistic form scumbles the distinction between literal and figurative discourses
and authorizes a search for and analysis of the function of the figurative elements in historio-
graphical, no less than fictional, prose.51

as the continued existence of fire temples in Fars in early Islamic times.. . . At the risk of labouring the point,
however, it must be repeated that the material is so scanty that it is inherently inadequate as a reliable guide
to what has gone forever . . .” (ibid., p. 26). Sources like vaqf-n§mas are given emphasis over the references to
buildings occurring in historical works.

49 To this can be added numerous studies about the rhetorical aspects of Vasari’s Lives. Key studies include
Svetlana Alpers, “Ekphrasis and Aesthetic Attitudes in Vasari’s Lives,” Journal of the Warburg and Courtauld Institutes
23, 3–4 (July–Dec. 1960): 190–215; Michael Baxandall, “Doing Justice to Vasari,” review of T. S. R. Boase,
Giorgio Vasari: The Man and the Book, Times Literary Supplement, February 1, 1980, p. 111; Carl Goldstein, “Rhetoric
and Art History in the Italian Renaissance and Baroque,” Art Bulletin 73, 4 (December 1991): 641–52; and
Patricia Rubin, Giorgio Vasari: Art and History (New Haven and London: Yale University Press, 1995), esp. chap.
4. Even within the study of Renaissance literatures increasingly fine distinctions are being made between texts.
Thus while the figurative aspects of Vasari’s language are now accepted, an author like Benvenuto Cellini
was once accorded an originality of discourse (in contrast to Vasari) because of his text’s non-learned literary
aspects and the prevailing myth about its composition through dictation and without editing. For approaches
to Cellini’s text, see Paolo L. Rossi, “Sprezzatura, Patronage, and Fate: Benvenuto Cellini and the World of
Words,” in Vasari’s Florence: Artists and Literati at the Medicean Court, ed. Philip Jacks (Cambridge: Cambridge
University Press, 1998), pp. 55–69, esp. pp. 56–57.

50 In numerous studies, Barolsky has examined the literary dimensions of Vasari’s Lives and notes that the
approach to this work “still exaggerates the utility of the Vite as a source of historical information at the expense
of its poetry” (Paul Barolsky, “The Trick of Art,” in Vasari’s Florence: Artists and Literati at the Medicean Court, ed.
Philip Jacks [Cambridge: Cambridge University Press, 1998], pp. 23–29, p. 28). For the manipulation of
biographical profiles into typological frameworks, see idem, “Vasari’s ‘Portrait’ of Raphael,” in Raphael and
the Ruins of Rome: The Poetic Dimension, exhib. cat. (Urbana-Champaign, Ill.: Board of Trustees of the University
of Illinois, 1983), pp. 25–33.

51 Hayden White, Figural Realism: Studies in the Mimesis Effect (Baltimore and London: Johns Hopkins University
Press, 1999), p. 4.
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White’s principal interests lie in the nature of historical discourse and the claims to truth
granted to certain forms of literary representation, hence the subtitle of his book “mimesis
effect.” It is part of an interest he and others have long had in one of the central problems
of history, namely its origin in rhetoric and the notion that history could free itself from
the subjectivity of language. Nancy Partner put it thus: “Among the genres of serious literature,
history . . . continued the longest in unself-conscious and serene oblivion to the treason
within—which is, that it is made of words.”52 What White points to in his recent work on
figural realism has relevance for the opposition forged between European and Persian written
sources because it diminishes the tight distinction that is drawn between the two. Moreover,
it also undoes the foundation of the comparison by showing that narrative, the most privileged
of discursive modes (and attributed to Vasari but not to Dust Muhammad), falls subject to
the same principles as other forms of discourse.53 Hence narrative only appears to be doubly
literal in its content and form.54

When we turn to Persian literature, and to the preface in particular, figurative discourse
predominates even in those passages of text that refer to specific experiences and judgments.
They are organized linguistically as non-particular and always tend to the formation of
absolutes. Tropology—that is, a theory of figures of speech and of thought—dominates
Persian literature. The response to the trope in particular is to understand it as a normative
linguistic habit that by its ubiquity loses the power to convey originality of experience or
of thought.55 Describing this literary phenomenon as an analogical mode, Julie Scott Meisami
has argued for the power of the trope in Persian literature, of how metaphor transcends
itself by becoming allegory (the result of extended metaphors), a powerful device for human
comprehension. She writes, “Metaphor transcends the status of a trope to become a ‘consistent
means for signifying the inner substance of things,’ in a world in which ‘everything is a
figure,’ a sign testifying to the unified, and unifying order of creation.”56

We encounter a rhetorical mode of discourse that uses tropes to organize modes of
perception, how experience becomes knowledge, or a means of accommodating the poetic
in historical writing that was so well understood by Vico.57 It is clear that such linguistic

52 Nancy F. Partner, “The New Corfinicius: Medieval History and the Artifice of Words,” in Classical Rhetoric
and Medieval Historiography, ed. Ernst Breisach (Kalamazoo, Mich.: Medieval Institute Publications, 1985), pp.
5–60, esp. 23. Textual strategies used by historians to make this “scientific history” are listed in Partner after
White (ibid., p. 24).

53 Ibid., pp. 27–28.
54 For an expanded discussion about the role of narrativity in the representation of reality, see Hayden

White, The Content of the Form: Narrative Discourse and Historical Representation (Baltimore and London: Johns Hopkins
University Press, 1987), chap. 1.

55 Some historians of art fully accept the trope’s ability to have meaning but grant it primacy in its initial
usage. Its subsequent use in the literary tradition diminishes its value by virtue of repetition. Discussing the
relationship between art and eloquence in Byzantium, for example, Maguire notes how rhetorical structures
were useful during the iconoclastic controversy and how the concepts about art “lived on as a literary conceit,”
and that by the twelfth century had “lost much of its force in polemic, but lived on as a convention in Byzantine
literature” (Henry Maguire, Art and Eloquence in Byzantium [Princeton: Princeton University Press, 1981], pp.
11-12). On the Islamic tradition, Gabrieli writes: “But these descriptions are no more than intimations of esthetic
criteria; conforming to the general conventions of the time, they often degenerate into affected conceits and
maxims and thus they reveal no body of principles such as might be said to constitute an esthetic” (Encyclopedia
of World Art, s.v. “Esthetics” [Francesco Gabrieli], 5:59).

56 Julie Scott Meisami, Medieval Persian Court Poetry (Princeton: Princeton University Press, 1987), p. 38.
57 See Partner, “The New Corfinicius,” p. 38.
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elements as the trope functioned in the preface’s rhetorical scheme to define value and to
program the reader’s response to the album and its contents. The album and its preface
were concerned with exemplarity; as we will see, the prefaces reveal that one of the album’s
cultural values lay in its collecting together the works of high-standing, morally perfected
practitioners. Perhaps in this way, the rhetoric of the Persian tradition extended to the preface
continued the classical, specifically Ciceronian, definition of rhetoric as “speech designed
to persuade” comparable to Augustine’s idea that the value of rhetoric lay in its power to
induce action.58

APPROACHES AND METHODS IN LITERARY STUDY

Before proceeding with the study of the album preface, some additional words about working
definitions and assumptions need to be said, particularly as they obtain to the literariness
of the prefaces and the discursive tradition in which they developed. As in other domains
of cultural practice, practitioners were intimately aware of the efforts of their peers. The
later recopying of prefaces by Murvarid and Qutb al-Din Muhammad offers examples of
the album preface writer’s cultural memory. The strong elements of continuity across the
array of extant prefaces is easily explained by the relatively circumscribed group of authors,
who were more cognizant of their cultural history than previously acknowledged. Two forms
of intertextuality are also evidence of the authors’ knowledge of, and participation in, a
literary tradition.59 The first is the rather crude use of texts grosso modo composed by other
authors; sometimes textual segments were split apart and put into a new order in addition
to the substitition of occasional words and phrases and the reordering of poetic hemistiches.
The second form of intertextuality is represented by recurring themes, quotations from the
Koran and hadith (tradition), and images and metaphors cast in slightly varied turns of
phrase woven into the text. The latter were perhaps necessary allusions to earlier prefaces
intended for the culturally informed reader.

Despite differences between individual prefaces and the thorny problem of whether or
not the preface constitutes a genre unto itself, features of the album preface immediately
inform the reader of what it is—he can make no mistake about its being a preface. Although
unexplained in the sources, the album preface’s framework, language, and literary practice
reveal that it was convention-bound and had to meet specific criteria of literary performance
that were defined through precedent. The different forms of intertexuality indicate the requisite
tradition-referencing in preface composition. In electing to compose a preface a particular

58 See Timothy Hampton, Writing from History: The Rhetoric of Exemplarity in Renaissance Literature (Ithaca and
London: Cornell University Press, 1990), chap. 1, esp. pp. 4–6.

59 Some scholars have offered more restrictive definitions of intertextuality, discounting “thematic or generic
kinship.” See Michael Riffaterre, “Textuality: W. H. Auden’s ‘Musée de Beaux Arts,’ ” in Textual Analysis: Some
Readers Reading, ed. M. A. Caws (New York: Modern Language Association of America, 1996), pp. 1–13; esp.
1–2. I thank Francisco Prado-Vilar for this reference. Riffaterre’s concern is the loose application of the term
as a synonym for literary influence, but in the case of the Persian literary tradition, it is clear that at the levels
of genre (understood here to involve themes) and in the use of metaphors writers often did consciously allude
to other texts. Moreover, it would be hard in some instances to define the border between the generic and
thematic and what Riffattere defines as intertextuality, viz. “that form of reference experienced when the reader
finds that a text presupposes another and that the latter provides the former with the means of interpreting it
and of justifying its formal and semantic peculiarities” (ibid., pp. 1–2).
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rhetorical complex was required, and the author’s place within this framework was established
through the reworking of thematic elements and the use of a repertoire of language.

The creative process that led to the production of a preface is similar to that in other
fields of artistic production. Characteristic of the Persianate literary complex, a tradition
dominated by poetry with its established rules of meter, rhyme, and structure as well as its
constellations of images, is a strong intertextuality and referencing of precedent.60 Poets
were obliged to work in and through preexisting forms, as the rules of discrete genres
circumscribed all creative activity, and they often chose consciously to re-cast images made
by previous poets through a variety of imitative practices.61 Each work of prose or poetry
occupied its place in a sequence of texts that ran backward and forward in time.

Parallel creative processes obtained in the arts of calligraphy and depiction. Calligraphers
and artists also looked to past models throughout their working lives and not only in their
formative years when models were used for the purposes of training, and in various ways
their newly made works responded and alluded to the art of the past.62 It might even be
accurate to say that the methods of creative conception and execution of calligraphy and
depiction were as circumscribed as those of poetry, although this question has not been
fully investigated.63 These fundamental principles and the performative aspect of the literary
and visual traditions have more often than not attracted negative appraisal; viewed through
a modernist lens they are criticized for excessive emphasis on ornament and lack of originality,
as it is understood in a Western European, post-Romantic context.64 Rather than judge an

60 One of the clearest and most concise introductions to these very aspects of Persian literature is by Annemarie
Schimmel, A Two-Colored Brocade: The Imagery of Persian Poetry (Chapel Hill, N.C., and London: University of
North Carolina Press, 1992), esp. chaps. 1 and 2.

61 For a discussion of different imitative practices in Persian poetry illustrated by specific examples, see
Paul E. Losensky, “’The Allusive Field of Drunkenness’: Three Safavid-Moghul Responses to a Lyric by B§b§
Figh§nÊ,” in Reorientations/Arabic and Persian Poetry, ed. Suzanne Pinckney Stetkevych (Bloomington and
Indianapolis: Indiana University Press, 1994), pp. 227–62.

62 Intermedial correspondences between visual and literary art forms acquire particular visibility under
the Timurids, and though this has been observed by several scholars, it is not entirely accepted by all of them.
On this issue Rogers writes: “In Timurid culture parallels between literature and the different arts are now
standard, though some of them are thoughtless and most are too vague to be significant” (J. Michael Rogers,
“Centralisation and Timurid Creativity,” Oriente Moderno n. s. 15 [76], 2 [1996]: 533–50; esp. 542).

63 Ehsan Yarshater was the first scholar to note and analyze connections between Persian poetry and painting
in print (“Some Common Characteristics of Persian Poetry and Art,” Studia Islamica 16 [1962]: 61–72). Adamova
and Bürgel developed his observations. Bürgel explored structural affinities between the arts of calligraphy,
painting, and literature (Johann Christoph Bürgel, The Feather of Simurgh: The “Licit Magic” of the Arts in Medieval
Islam [New York and London: New York University Press, 1988]), and Adamova examined the repetition of
compositions in illustrated manuscripts for which she suggests a parallel in poetry (Ada Adamova, “Repetition
of Compositions in Manuscripts: The Khamsa of Nizami in Leningrad,” in Timurid Art and Culture, ed. Lisa
Golombek and Maria Subtelny, Studies in Islamic Art and Architecture 6 [Leiden, New York, Cologne: E. J.
Brill, 1992], pp. 67–75).

Lowry and Nemazee also noted correspondences between painting and poetry. They write, “The ge-
neric use of images in Persian painting is directly paralleled in the typological treatment of experience char-
acteristic of Persian literature,” and remark that “these paintings . . . constitute an art of performance in which
the artists are primarily engaged in the interpretation of a set series of forms. . . . Novelty and innovation in
this context are achieved through the manipulation of an established canon of imagery” (Glenn Lowry and
Susan Nemazee, A Jeweler’s Eye: Islamic Arts of the Book from the Vever Collection [Seattle and Washington, D.C.:
University of Washington Press and Smithsonian Institution, 1988], p. 271).

64 Although studies of Persian poetry generally acknowledge the impact that a defined corpus of images
and the strict conventions of structure exerted on poetry, they did not prevent a criticism of these very features.
See the excerpts from the separate studies of Browne, Gibb, and Rypka that are summarized in Subtelny,



introduction to the prefaces 17

art tradition for what it did not try to do, it would seem more appropriate to examine what
it did do and to examine this aesthetic of familiarity, of repetition and perpetual return, of
always already knowing.65 By so doing we might be in a better position to assess and define
the nature of a viewer’s visual and verbal engagement with a work in the context of reception
and parameters of judgment.

This book focuses on the album preface in sixteenth-century Iran when the practice of
writing histories of art flourished. One of its objectives is to identify what may have given
shape to its particular literary forms and the factors that prompted and sustained the habit.
Regardless of the future discovery of now unknown texts and their addition to the corpus
of what might broadly be referred to as art historiographic literature, at present all indications
strongly suggest a critical mass of literature in the sixteenth century, particularly for the
album preface. In this respect Blochet was not so far off the mark when he noted the density
of references to practitioners between ca. 1470 and 1540. While the practices of recording
the names of famous practitioners and of developing aesthetic criteria had emerged early
on for the art of calligraphy, there are no comparable indications for the arts of depiction
(painting and drawing). Nor is the evidence of a narrative history of practice in calligraphy
as well as depiction until the early sixteenth century. In studying the prefaces, written sources
are marshaled, including the manual or technical treatise and biographical notices (tazkira)
about practitioners that are found in historical and biographical works,66 not only to examine
those distinguishing features of the album preface but also to establish a variety of contexts
for the practices of album making and preface composition. The primary objective of this
book is to study the preface through a variety of approaches—historical, cultural, social,
and intellectual. That said, a preface’s contextual relationship to the contents of its album
is not a detailed subject of inquiry, although other forms of relationships are considered.
The holistic examination of preface and album requires another optic and another book.

“Taste for the Intricate,” pp. 56–79, esp. 56. Persian poetry and prose fare quite well in some studies that
suspend a form of critical engagement and judgment to examine aspects of literary traditional practices. See
Paul E. Losensky, Welcoming Figh§nÊ: Imitation and Poetic Individuality in the Safavid-Mughal Ghazal (Costa Mesa,
Calif.: Mazda Publishers, 1998); idem, “Allusive Field of Drunkenness”; Jerome W. Clinton, “’ams-i Qays
on the Nature of Poetry,” Studia Arabica et Islamica: Festschrift for IÈs§n #Abb§s on His Sixtieth Birthday, ed. Wad§d
al-Q§·Ê (Beirut: Imprimerie Catholique, 1981), pp. 75–82; idem, “Esthetics by Implication: What Metaphors
of Craft Tell us about the ‘Unity’ of the Persian Qasida,” Edebiyat 4, 1 (1979): 73–96; and E. A. Poliakova,
“The Development of a Literary Canon in Medieval Persian Chronicles: The Triumph of Etiquette,” Iranian
Studies 17, 2–3 (Spring–Summer 1984): 237–56.

An exception is Subtelny’s article (“Taste for the Intricate”) on late Timurid poetry. She examines the
criticism of Mir #Ali Shir Nava"i, #Abd al-Rahman Jami, and Dawlatshah Samarqandi of the “new style” (naw-
§"Ên) which they term takalluf. Takalluf involved the use of difficult meters, rhymes, and words, and the cre-
ation of unexpected, complex images. These three men, who flourished during the later Timurid period, voice
criticism of features in contemporary poetics.

65 For the parallel feature of the ghazal, Losensky examined responses to a work composed by Baba Fighani.
He concludes, “Read as a sequence, each poem serves to refine and deepen our reception of the others, as
the implications and exact shade of meaning of each is made clear through contrast and comparison. The
themes, imagery, and language of the ghazal were fixed in their essentials by the fifteenth century, and later
poets had at their command a rich and precise means of artistic expression and communication” (Losensky,
“Allusive Field of Drunkenness,” p. 255).

66 Some steps taken in the study of nomenclature have begun to develop a glossary of technical terms and
to analyze artist’s materials and methods, the latter usually explored through questions of technological value
and undertaken in the hope that tracking a given technique’s development would provide additional diagnostic
markers in time and space. Notable among these studies is Porter, Peinture et arts du livre.
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CHAPTER TWO

THE AUTHORS AND THEIR MILIEU

The hundred years or so (ca. 1491–1609) spanned by the album prefaces was one of great
change in Iran and Central Asia. By the late fifteenth century the territories controlled by
the descendants of Timur had dwindled to Khurasan and portions of Transoxiana. The
long rule of the Timurid ruler Sultan Husayn Mirza (r. 1470–1506) had produced relative
economic and political stability, conditions that allowed for generous patronage of archi-
tecture, the arts, and literary activities.1 The Aqqoyunlu, or White Sheep Turkmen con-
federation,2 based in the capitals Tabriz, Baghdad, and Shiraz, maintained control of western
Iran. Ya#qub (r. 1478–90) and Rustam (r. 1493–97), renowned for their patronage, man-
aged to attract talent away from the Timurid court in Herat.3 By the early years of the
sixteenth century, the Safavids would expand across these lands, uniting once again west-
ern and eastern Iran and synthesizing the traditions fostered and developed by the Timurid
and Turkmen dynasties.

The Safavids had family ties to the Aqqoyunlu: the dynasty’s first shah, Isma#il, was a
grandson of Uzun Hasan (r. 1453–78). But shifting loyalties among the Turkmen caused
Ya#qub to be suspicious of the faction growing up around Haydar, leader of the Safavid
sufi order (the Safaviyya) based in Ardabil and founded by Shaykh Safi al-Din (d. 1334).
Ya#qub called Haydar to the Aqqoyunlu court in Tabriz in 1486 and demanded he re-
frain from military acts and devote his attention to the spiritual leadership of his following.
Two years later Haydar rebelled against Ya#qub’s directive and was killed; his three sons,
#Ali, Ibrahim and Isma#il, were imprisoned at Istakhr, but were freed in 1493. After #Ali
had been executed by Rustam Aqqoyunlu, Isma#il was selected to become the new spir-
itual leader of the Safaviyya. Constant threats to Isma#il’s safety caused him to seek refuge
at the court of Mirza #Ali Karkiya in Lahijan on the Caspian shore, where he stayed be-
tween 1494 and 1499. In 1500, he emerged once more to embark on a series of campaigns
to avenge his brothers’ and ancestors’ deaths, supported by Turkmen of Azarbayjan and
Anatolia who had become estranged from the Aqqoyunlu during Ya#qub’s rule. Isma#il first
marched on the town of Shamakha where he dispatched the Shirvanshah ruler Farrukh
Yasar, and then turned south to take Tabriz and bring the Aqqoyunlu line to its virtual
end. In disarray, the Aqqoyunlu were no match for Isma#il’s Qizilbash forces. Now in con-
trol of Azarbayjan, Isma#il was crowned in Tabriz in 1501. Other victories quickly followed.
By 1503, he ruled Fars, Persian Iraq, Kirman and Khuzistan, all territories formerly held

1 For an analysis of the factors which may have caused the so-called “Timurid Renaissance,” see Maria
Eva Subtelny, “Socioeconomic Bases of Cultural Patronage under the Later Timurids,” International Journal of
Middle East Studies 20 (1988): 479–505; and idem, “Centralizing Reform and Its Opponents in the Late Timurid
Period,” Iranian Studies 21, 1–2 (1988): 123-51.

2 The most comprehensive study of Aqqoyunlu history is still John E. Woods, The Aqquyunlu: Clan, Confed-
eration, Empire: A Study in 15th/ 9th Century Turko-Iranian Politics (Minneapolis and Chicago: Bibliotheca Islamica,
1976).

3 For a synopsis of court culture under Ya#qub Beg, see ibid., chap. 5.
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by the last remaining Aqqoyunlu, Murad, nicknamed “the unsuccessful” (na-Mur§d) in early
sixteenth-century chronicles.4

Changes in the early-sixteenth-century political landscape were not limited to the Safavid
expansion and its absorption of Aqqoyunlu territories. The Uzbeks, based in Transoxiana,
took advantage of the power vacuum caused by the death of Sultan Husayn Mirza in 1506.5

Although seven of his fourteen sons survived him, in seven or eight years only one would
remain. All were willing to acknowledge Badi# al-Zaman Mirza as his successor, but Muzaffar
Husayn Mirza became joint ruler through the support of his mother Khadija Beg Aqa.
The joint rule of Herat and the province of Khurasan failed when the Uzbek ruler
Muhammad Shaybani Khan invaded on 1 Muharram 913 (13 May 1507), and subsequent
Uzbek attacks resulted in the deaths of three more Timurid princes. In the next year Badi#
al-Zaman Mirza was expelled from Astarabad, fled to India and then, in 1509–10, to Shah
Isma#il’s court. He ended up in Istanbul where he too died. The Safavids, responding to
the threat on their eastern border, set out for Khurasan in 1510; they conquered it, and
the occupation of Iran was now complete.6 In 1511, Shah Isma#il committed forces to help
Babur recapture Samarqand, perhaps with the hope of establishing a friendly buffer zone
between Khurasan and those areas of Transoxiana beyond Samarqand.

During this period of uncertainty and political change—between the fall of the house of
Timur and the rise of the Safaviyya—continuity was maintained by the members of the
bureaucratic and religious classes who oversaw the operation of the state. The earliest known
authors of prefaces—Murvarid, Khvandamir, and Amini—all served Timurid masters and
occupied positions at court. As highly educated and erudite individuals, they also partici-
pated in its cultural activities. As notables, their unique combination of prestigious descent
and talent made them desirable allies in the eyes of the newly established political elite.
Some decided to retain their positions at court under the new Safavid or Uzbek regimes,
while others withdrew from public life.7

The other preface authors, who were known principally as calligraphers, reached matu-
rity after all these tumultuous political changes and events of the first three decades of the
sixteenth century had already occurred. The absence of prefaces and albums until ca. 1544,
and their appearance after that time can be explained in part by the political situation in
Iran and Central Asia. Although artistic output does not always follow the ups and downs
of political upheaval and stability, the book represents a relatively modest outlay of funds
that, unlike significant building projects, could withstand political vicissitudes and economic
strain.

Two years after Shah Isma#il’s final conquest of Iran in 1510, Herat was retaken by the
Uzbeks, precipitating an economic crisis in the city and its environs.8 In 1512, a caravan

4 Khv§ndamÊr, Habibu’s-siyar. Tome three, The Reign of the Mongol and the Turk, trans. and ed. Wheeler M.
Thackston, 2 vols., Sources of Oriental Languages and Literatures, no. 24, ed. ”inasi Tekin and Gönül Alpay
Tekin (Cambridge, Mass.: Dept. of Near Eastern Languages and Civilizations, Harvard University, 1994),
2:577.

5 Roger M. Savory, “The Struggle for Supremacy in Persia after the Death of TÊmår,” Der Islam 40 (1964):
35–65; 43–54.

6 For a summary of the Safavid campaigns in the first decade of the sixteenth century, see Roger M. Savory,
“The Consolidation of ‘afawid Power in Persia,” Der Islam 41 (1965): 71–94.

7 For an excellent study focused on the examination of one city—Herat—under successive dynasties, and
questions of continuity and change, see Maria Szuppe, Entre Timourides, Uzbeks et Safavides: Questions d’histoire
politique et sociale de Hérat dans la première moitié du XVIe siècle, Studia Iranica, suppl. 12 (Paris, 1992).

8 Ibid., p. 85.
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of some five hundred littérateurs, poets, and artists left Herat having received permission
from the Safavid governor of the city.9 A poet named Vasifi went to Tashkent where he
worked for the Uzbek Kildi Muhammad. Bukhara, another center of Uzbek patronage,
received a major injection of Herati talent under Muhammad Shaybani Khan, though the
height of its assimilation of Timurid culture took place somewhat later, in the time of #Ubayd
Allah Khan (r. 1534–39).10 This exodus of figures is attributable both to material condi-
tions and to the tentative adoption and promotion of culture by the Safavid qizilb§sh.11 It
dramatizes the process by which practitioners sought out optimum conditions from among
a rival network of patrons and courts. The disbanding of a major court like Herat’s led to
the redistribution of talent in many centers. Only a strong central sponsor, a leading pa-
tron, and his satellite courtly circle could provide the impetus needed for these talents to
coalesce into a new metropolitan center. That impetus would be provided by the person
of Shah Tahmasp.

The Safavids managed to reclaim Herat from the Uzbeks in 1513, but conditions were
far from stable: the Uzbeks besieged the city in 1520 and again in 1523.12 Herat was criti-
cal for the transition to Safavid art for in the city were still assembled a significant cadre of
intellectuals, poets, calligraphers and artists, and the vestiges of cultural production of the
late Timurid period. Throughout the sixteenth century, Herat would serve as the training
ground for future rulers and princes of the royal house. It is assumed that figures like Tahmasp,
Bahram Mirza, and Sam Mirza also developed their knowledge of art and literature and
formed their aesthetic preferences during their tenure as governors there.13

The Safavids also faced a serious threat on their western border. The Ottomans had
successfully routed the Persian army at ÇaldÌran in 1514, exacerbating political instability
and diminishing Shah Isma#il’s aura of invincibility.14 From that time on (between 1514
and 1524), Shah Isma#il ceased to lead his armies into battle, removed himself from the
conduct of state affairs, and appears to have busied himself drinking, the excesses of which
resulted in his death.15

9 Ibid., p. 140. Some of the literati and intellectuals headed in the direction of India, where they sought
patronage at such courts as the Arghun rulers of Sind. See Maria Szuppe, “The Female Intellectual Milieu in
Timurid and Post-Timurid Her§t: Faxri Heravi’s Biography of Poetesses, Jav§her al-#aj§yeb,” Oriente Moderno
n. s. 15 (76), 2 (1996): 119–37; 120.

10 As observed by Maria Subtelny, “Art and Politics in Early 16th Century Central Asia,” Central Asiatic
Journal 27, 1–2 (1983): 121–48; esp. 147–48.

11 Ibid., p. 138.
12 Savory, “Consolidation of ‘afawid Power,” p. 93. For the ongoing struggles between the Uzbeks and

Safavids in Khurasan, see Martin B. Dickson, “Sh§h Tahm§sb and the —zbeks (The Duel for Khur§s§n with
#Ubayd Kh§n: 930–946/1524–1540),” Ph.D. diss., Princeton University, 1958.

13 Shah Isma#il assigned Tahmasp to Herat. After Shah Tahmasp’s accession, Bahram Mirza and Sam
Mirza both served as governor of Herat, but in name only: power was held by their guardians. That Herat
supplied the dual cultural function of instruction and formation of aesthetic preferences is a reasonable de-
duction in the absence of an explicit statement to this effect. It remained an important cultural center after
the demise of the Timurids despite Uzbek incursions.

14 Roger M. Savory, “The Principal Offices of the ‘afawid State during the Reign of Ism§#Êl I (901–30/
1501–24),” Bulletin of the School of Oriental and African Studies 23, 1 (1960): 91–105, esp. 91. For an overview of
Ottoman-Safavid relations ca. 1500–50, see Jean-Louis Bacqué Grammont, “Les Ottomans et les Safavides
dans la première moitié du XVIe siècle,” in Convegno sul tema la ShÊ#a nell’impero ottomano, Roma 15 aprile 1991
(Rome, 1993), pp. 7–24.

15 Ibid., p. 95. Savory notes that in the years between 1516 and 1522, Khurasan was ruled by Amir Khan
Turkman who ignored Shah Isma#il’s direct orders. The challenge to the shah’s authority was not addressed.
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When Tahmasp acceded to the throne in 1524, he was only ten years old and thus inca-
pable of exerting his authority over the qizilb§sh amirs. His atabeg, Div Sultan Rumlu, ruled
over the Safavid polity in accordance with Shah Isma#il’s wishes.16 A series of amirs from
the various qizilb§sh tribes rose to supremacy one after the other, each favoring members
of their tribe in the allocation of official positions, reversing the trend that had been evi-
dent in Isma#il’s reign, when notables of Iranian descent dominated in both military and
civilian offices.17 The years between 1524 and 1533 are generally referred to as the “qizilb§sh
interregnum.”18

Some measure of political stability was reestablished after 1533, although the Uzbeks
and Ottomans continued to pose a serious threat to Safavid hegemony, forcing an internal
reorientation that involved the relocation of the Safavid capital from Tabriz to Qazvin in
1555.19 Additional periods of strife with the Uzbeks over Khurasan erupted in 1524–40,
1587–98, and 1631–38. Peace with the Ottomans was established with the Treaty of Amasya
in 1555; it lasted until 1578. But throughout the 1540’s the Ottomans continued to pose a
threat to Safavid stability; they had ventured as far as Tabriz in 1548. The Safavids also
had to contend with internal conflicts. The qizilb§sh civil war that Shah Tahmasp had faced
was repeated between 1576 and 1590, spanning the brief reigns of Shah Isma#il II and
Muhammad Khudabanda, and continued into the early years of the reign of Shah #Abbas.
Shah #Abbas (r. 1588–1629) finally managed to break the destabilizing power of the qizilb§sh

by dismantling the tribal structure and replacing it with the ghul§m system.
By the end of the sixteenth century, alternate patterns of artistic production had become

firmly rooted with implications for the album. Throughout the sixteenth century, album
production centered on the court and the initiative of royal or non-royal patrons. By the
last quarter of the sixteenth century, however, the nature of album making shifted and the
increased production of single-sheet paintings and drawings made album-making available
to a wider social group.20 Both were in part due to changing cultural prerogatives and

Furthermore, Balkh (1516–17) and Qandahar (1522) were taken by the Mughals. On Shah Isma#il’s debauchery,
see references cited in Encyclopaedia Iranica [henceforth EIr], s. v. “Esm§#Êl I ‘afawÊ, I. Biography” (Roger Savory).

16 Roger M. Savory, “The Principal Offices of the ‘afawid State during the Reign of •ahm§sp I (930–
84/1524–76),” Bulletin of the School of Oriental Studies 24, 1 (1960): 65–85; esp. 65.

17 This was already noted in the synthetic study of early Safavid history presented by H. R. Roemer, “The
Safavid Period,” in The Cambridge History of Iran, vol. 6, The Timurid and Safavid Periods, ed. Peter Jackson and
Laurence Lockhart (Cambridge: Cambridge University Press, 1986), chap. 5, pp. 189–350, esp. p. 233. For
detailed studies, see Savory, “The Principal Offices of the ‘afawid State during the Reign of Ism§#Êl I”; and
Jean Aubin, “Études safavides. I. ’§h Ism§#Êl et les notables de l’Iraq persan,” Journal of the Economic and Social
History of the Orient 2, 1 (January 1959): 37–81.

18 For a summary of this period, see Savory, “The Principal Offices of the ‘afawid State during the Reign
of •ahm§sp I,” pp. 69–70.

19 A permanent residence was built for Shah Tahmasp in 1557. See Michele Membré, Mission to the Lord
Sophy of Persia (1539–1542), trans. with introduction and notes by A. H. Morton (London: School of Oriental
and African Studies, University of London, 1993), p. xxiv.

20 Anthony Welch describes these changes succinctly: “The dispersal of royal talent during Sh§h •ahm§sp’s
reign and the broader diffusion of wealth from #Abb§s’s economic reforms increased the numbers of patrons
from the lesser aristocracy, official and military classes, professionals, and merchants. Many of these new patrons
appear to have bought, rather than commissioned, works of art, so that the production of less expensive sin-
gle-page drawings and paintings flourished” (EI2, s. v. “‘afawids, v. Arts and Architecture” [A. Welch]). Two
studies about the single-sheet painting and drawing around the turn of the sixteenth century and into the
early seventeenth century are available. See Sheila R. Canby, The Rebellious Reformer: The Drawings and Paint-
ings of Riza-yi Abbasi of Isfahan (London: Azimuth Editions, 1996); and Massumeh Farhad, “Safavid Single Page
Painting 1629–1666,” Ph.D. diss., Harvard University, 1987.
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discontinuities within the constitution of the court. The momentum of preface composi-
tion, so great in its middle years, now dwindled.

THE PREFACE AUTHORS

The following biographical sketches of the album preface authors have been patched to-
gether from various sources, mainly official chronicles and biographies composed by con-
temporaries, which provide some sense of each author’s courtly affiliations, position, and
status, and of their activities beyond the art of literary composition. In the absence of a
synthetic prosopographic literature or of some interdisciplinary study of early Safavid court
life and culture, the sketches provide an essential foundation for the subsequent discussion
of the authors’ milieux and a framework for court life.

Shihab al-Din #Abd Allah Bayani b. Murvarid. Murvarid (d. 1516)21 composed the earliest
album preface to come down to us.22 Called the Insh§"-yi muraqqa#-i MÊr #AlÊ ShÊr (lit. “Com-
position for an Album for Mir #Ali Shir”), it is dated 897 (1491–92) in a chronogram. The
title suggests that he composed it for the Timurid statesman, poet, and patron of the arts
Mir #Ali Shir Nava"i (1441–1501).23 Murvarid’s authorship of the preface is assumed from
the fact that it is included in his insh§" manual; the preface itself does not mention him.

One edition of Murvarid’s preface is based on recensions found in his insh§" manual, titled
the Sharaf-n§ma. It also surfaces in two albums. It was copied by Murvarid’s eldest son, #Abd
Allah b. Muhammad, known also as Muhammad Mu"min, as an exercise in ta#lÊq (a script
used by chancellery scribes for copying official documents) and later bound into an album
made for Shah Tahmasp for which Shah Quli Khalifa composed a new preface.24 The
calligrapher Mir Sayyid Ahmad al-Husayni al-Mashhadi also copied Murvarid’s preface
in nasta#lÊq for an album that was compiled ca. 1572–75.25

Murvarid’s father Khvaja Shams al-Din Muhammad Murvarid had served the last Timurid

21 \asan Beg Råmlå, AÈsan al-tav§rÊkh, ed. #Abd al-\usaynÊ Nav§"Ê (Tehran: B§bak, 1357/1978), p. 213.
22 See Hans Robert Roemer, Staatsschreiben der Timuridenzeit: Das ’araf-N§mä des Abdall§h Marw§rÊd in Kritischer

Auswertung (Wiesbaden: Franz Steiner Verlag, 1952), pp. 131–35, no. 74; and Persian facsimile fols. 74a–76a.
Roemer suggests that the Sharaf-n§ma was compiled in 1506 after the death of Sultan Husayn Mirza (ibid., p.
26).

23 For biography see EI2, s.v. “MÊr #AlÊ ShÊr Naw§"Ê” (M. E. Subtelny); the essay is accompanied by an
extensive bibliography. For a reassessment of some of the conceptions of Mir #Ali Shir Nava"i, formulated by
such scholars as Barthol’d, Bertels, and Semenov, see Maria Eva Subtelny, “#AlÊ ShÊr Nav§"Ê: BakhshÊ and Beg,”
in Eucharisterion: Essays Presented to Omeljan Pritsak on his Sixtieth Birthday by His Colleagues and Students, ed. Ihor
’ev´enko and Frank E. Sysyn, Harvard Ukrainian Studies 3–4 (Cambridge, Mass., 1979–80): 797–807. Subtelny
describes Mir #Ali Shir Nava"i as the “overseer of the cultural life at the Herat court” (ibid., p. 797).

24 Istanbul, IUL, F. 1422, fols. 79 and 89. Using the edition of Murvarid’s preface published by Roemer,
the sequence of pages in #Abd Allah b. Muhammad’s copy can be reconstructed as follows (references are to
the pagination of the facsimile published by Roemer, Staatsschreiben der Timuridenzeit); Album F. 1422, fol. 89a
(p. 1); Roemer, fol. 74a, lines 1–2, fol. 74b, lines 1–16; Album F. 1422, fol. 89b (p. 2); Roemer, fol. 74b, line
16, fol. 75a, lines 1–6, fol. 75b, line 1; Album F. 1422, fol. 79b (p. 3); Roemer, fol. 75b, lines 1–16; Album F.
1422, fol. 79a (p. 4); Roemer, fol. 76a, lines 1–4.

25 Istanbul, TSK, H. 2156. The dates are provided by elaborately painted and stenciled margins that in-
clude calligraphic cartouches which contain poetry and dates of completion (either 980 or 982). One margin
is signed by the illuminator Yari (Muzahhib).
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ruler Sultan Husayn Mirza (d. 1506) as vizier before he retired to become a dervish,26 and
the sultan appointed him custodian of the shrine of Khvaja #Abd Allah al-Ansari at Gazurgah,
where he made improvements and repairs.27 Like his father before him, Murvarid served
Sultan Husayn Mirza as a court official; he remained in office between 1470 and 1486,
when, during the viziership of Qavam al-Din Nizam al-Mulk, he withdrew from public
service. He returned to court again as a correspondence secretary (manßab-i ris§lat va parv§na)
in 1498. Some time later, he was appointed keeper of the seal of the great council of amirs,
a post formerly held by Mir #Ali Shir Nava"i.28

Murvarid continued to serve Sultan Husayn Mirza until the latter’s death in 1506, after
which he left court once more, and, in Khvandamir’s words, spent “most of his time copy-
ing Korans.”29 When Shah Isma#il seized Herat in 1510 poor health prevented Murvarid
from leaving the city.30 Although the shah showed favor toward him, he “decided to enter
the treasure-house of retirement.”31 In retirement he wrote a dÊv§n of qasidas and ghazals;
the T§rÊkh-i sh§hÊ (a history of Shah Isma#il’s reign); a collection of Munsha"§t (correspond-
ence); the T§rÊkh-i maníåm (Versified History); and a Khusraw va ShÊrÊn. Khvandamir names
two of the works—the insh§" compilation and the divan titled Mu"nis al-aÈb§b (Lovers’ Com-
panion)32 and, commenting on Murvarid’s literary output, remarks: “His prose writings are
like the words of SaÈb§n [a poet and orator of proverbial eloquence]33 bedecked with jew-
els set in order and his versified compositions are free from the impurities of blemish and
defect like pearls from the sea of Oman.”34

Dawlatshah Samarqandi’s Tazkirat al-shu#ar§" (Biography of Poets), completed in 1487,35

is another useful source for Murvarid’s life. He provides excerpts from several poems by
Murvarid and praises his ability as a calligrapher, comparing him to Yaqut,36 his skill in
insh§", and his closeness to the Timurid sultan.37 Similar details are provided in Zahir al-

26 For a review of his career, see Khv§ndamÊr, Dastår al-vuzar§", ed. Sa#Êd NafÊsÊ (Tehran: Iqb§l, 1317/
1938 or 1939), pp. 394–97.

27 Khv§ndamÊr, Habibu’s-siyar, trans. and ed. Thackston, 2:515.
28 Ibid., 2:513.
29 Ibid., 2:513–14. For additional biographical details, see EIr, s.v. “#Abdall§h Morw§rÊd” (P. Soucek).
30 S§m MÊrz§ ‘afavÊ, TuÈfa-yi s§mÊ, ed. VaÈÊd DastgirdÊ (Tehran: Armagh§n, 1314/1935), p. 64.
31 \asan Beg Råmlå, AÈsan al-tav§rÊkh, p. 213. The phrase he uses is dar ganj-i inziv§" qar§r girifta. Sam Mirza

uses similar phrasing (dar ganj-i inziv§" girifta ba-kit§bat-i mußÈaf-i majÊd muvaffaq gardÊd), adding that his seclusion
was for the copying of Korans (S§m MÊrz§, TuÈfa-yi S§mÊ, ed. DastgirdÊ, p. 64).

32 The Mu"nis al-aÈb§b may refer to a second poetry collection, this time of quatrains, and not a collection
of ghazals and qasidas. See Storey, Persian Literature: A Bio-Bibliographical Study, vol. 3, pt. 2, p. 265. Sam Mirza
(TuÈfa-yi S§mÊ, ed. DastgirdÊ, p. 64), however, refers to the poetry collection by the same title (Mu"nis al-aÈb§b)
but one comprising qasidas, ghazals, and rub§#Ês.

33 Sahban Wa"il flourished during the early eighth century. He was still alive during the caliphate of al-
Walid (r. 705–15). See EI2, s. v. “ SaÈban W§"il” (T. Fahd).

34 Mansår§t-i mu"allaf§tash mis§l-i sukhan§n-i saÈb§n ba-zÊvar-i jav§hir §rasta va maníåm§t-i munsha"§tash m§nand-i
la"§lÊ-yi baÈr-i #um§n az shav§"ib-i #ayb va manqaßat pÊr§sta. Ghiy§s al-DÊn b. Hum§m al-DÊn al-\usaynÊ Khv§ndamÊr,
\abÊb al-siyar fÊ akhb§r-i afr§d-i bashar, ed. Jal§l Hum§"Ê, 4 vols. (Tehran: Khayy§m, 1333), 3:325.

35 Dawlatsh§h SamarqandÊ, Tazkirat al-shu#ar§", ed. MuÈammad #Abb§sÊ (Tehran: Kit§bfuråshÊ-yi B§r§nÊ,
1337/1958), pp. 582–84.

36 The use of the word y§qåt is ambivalent, meaning “pearls” and referring also to Yaqut al-Musta#simi.
Sam Mirza makes the same comparison. He notes that “the pen of his calligraphy in the scripts of naskh, riq§#
and tawqÊ# continued [exhausted] those of the golden-penned masters” (kilk-i khaãã§tash raqam dar naskh va riq§#
va tawqÊ#-i ust§d§n-i zarÊn qalam kashÊda). To magnify the statement he inserts the mißr§#, “no one has written
thuluth the likes of his except for Y§qåt” (ba-sulus-i å na-nivÊsad kasÊ magar Y§qåt) (S§m MÊrz§, TuÈfa-yi S§mÊ, ed.
DastgirdÊ, p. 63).

37 taqarrub-i darg§h-i sulã§n-i gÊtÊ pan§h.
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Din Muhammad Babur’s biographical notice: he highlights Murvarid’s skill in playing the
dulcimer, calligraphy (especially ta#lÊq), and epistolography, noting that he was a finance
minister before he became a beg, courtier, and intimate (ichki) of the sultan.38

Ghiyas al-Din b. Humam al-Din Muhammad, known as Khvandamir. The preface for an album
compiled by Bihzad is incorporated into Khvandamir’s insh§" manual, the N§ma-yi n§mÊ,
and for this reason it has generally been attributed to him,39 although it contains no refer-
ence to Khvandamir or to any other author. Muhammad Taqi Danishpazhuh, however,
has contested this attribution based on an edition of Sam Mirza’s biography of poets titled
TuÈfa-yi s§mÊ (Sam’s Gift, completed no later than 1560–61),40 which contains a biographi-
cal entry on Amir Sadr al-Din Sultan Ibrahim Amini, a contemporary of Khvandamir.
Sam Mirza’s entry for Amini lists the works that he wrote, including the “preface to an
album of master Bihzad” (dÊb§cha-yi muraqqa#-i Ust§d Bihz§d).41 This reference to an album
preface in Sam Mirza’s biography of poets is unique, and there is no way to ascertain the
specific relationship between the preface that survives in Khvandamir’s insh§" manual and
the preface by Amini,42 if in fact they are the same. Indeed, Bihzad may even have com-
piled more than one album. Given these irreconcilable possibilities, hereafter the preface
will be referred to as Khvandamir/Amini.

Two dates, 1519 and 1522–23, have been proposed for the compilation of the N§ma-yi

n§mÊ, though a combination of factors suggests that the earlier date is more likely, and that
the preface was written in Herat during the last years of Sultan Husayn Mirza’s rule. The
dating, however, assumes that the preface was written for an intended project and not just
as a literary exercise. Also critical for its dating is the role played by Bihzad in the album’s
compilation. Documentation in the form of a royal decree (nish§n) ordered Bihzad to the
Safavid court on 27 Jumada I 928 (24 April 1522) to assume the post of head librarian for
Shah Isma#il.43 One of Bihzad’s most important projects would have been to supervise the

38 For notice, see £§hir al-DÊn MuÈammad B§bur, The Baburnama: Memoirs of Babur, Prince and Emperor, trans.,
ed. and annotated W. M. Thackston (Washington, D.C., New York, and Oxford: Freer Gallery of Art, Arthur
M. Sackler Gallery and Oxford University Press, 1996), p. 218. Babur’s final assessment of Murvarid is scathing.

39 Danishpazhuh is the only scholar to question its authorship. He remarks that every scholar followed
Qazvini and Bouvat’s attribution to Khvandamir, but concludes “To whatsoever extent, the preface to Bihzad’s
album is from AmÊnÊ” (dar har È§l dÊb§cha-yi muraqqa#-i Bihz§d az AmÊnÊ ast) (D§nishpazhåh, “Muraqqa# s§zÊ va
jung nivÊsÊ,” pp. 187–88).

40 Ibid., p. 184.
41 S§m MÊrz§ ‘afavÊ, Tazkira-yi tuÈfa-yi s§mÊ, ed. Rukn al-DÊn Hum§yånfarrukh (Tehran: Intish§r§t-i Kutub-

i ^r§n, 1347/1968), p. 46.
42 If Amini compiled an insh§" of his own compositions the preface might appear in it and could then be

compared to the text contained in Khvandamir’s insh§". It is also possible that the reference in Sam Mirza’s
biography could be a later textual interpolation. Yet another possibility is that Khvandamir reworked the
Amini model in a manner comparable to a preface author like Mir Sayyid Ahmad.

43 The request for Bihzad to serve as royal librarian is recorded in a decree bound in Khvandamir’s N§ma-
yi n§mÊ (M. Qazvini and L. Bouvat, “Deux documents inédits relatifs à Behzâd,” Revue du monde musulman 26
[March 1914]: 146–61). Recently, the documentary aspect of this decree was questioned because so many
texts included in insh§" compilations are invented—often with specific historical characters and places men-
tioned—for the purposes of illustrating some aspect of literary form, structure, or figure of speech, and be-
cause the Paris manuscript (BN, supp. pers. 1842) is dated by a chronogram to 925 (1519) several years before
the dates which accompany separate documents contained in the collection. A new translation of the decree
was published by Ebadollah Bahari, Bihzad: Master of Persian Painting (London: I. B. Tauris, 1996), pp. 184–
86, in which he summarizes the controversy over the decree’s authenticity and dating.
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production of an extensively illustrated Sh§hn§ma of Firdawsi, the manuscript referred to in
the primary sources as Sh§hn§ma-yi sh§hÊ, that was commissioned by Shah Isma#il for his
son Tahmasp though not finished until after Shah Isma#il’s death.44 The political turmoil
between Sultan Husayn Mirza’s death in 1506 and ca. 1514 (when Herat regained some
stability) diminishes the possibility that Khvandamir/Amini’s preface and its album were
compiled in those years, especially in the absence of a significant patron. Since Bihzad’s
reputation was sufficiently great before 1506 to have attracted the patronage of Sultan Husayn
Mirza and Mir #Ali Shir Nava"i it is quite likely that the album was made for one of them.45

The later dates, 1519 and 1522–23, refer to the compilation of the N§ma-yi n§mÊ and not
necessarily to the date of the preface’s composition or to the other documents contained
in the insh§".

Like other court functionaries drawn from the religious elite, Khvandamir (ca. 1475–
1535) came from a family with long-standing ties to the Timurid house, whose positions
often passed through families. His grandfather on his mother’s side was Muhammad b.
Sayyid Burhan al-Din Khvandshah, known as Mirkhvand (1433–98), a descendant of a
family of Bukharan sayyids and a courtier patronized by Mir #Ali Shir Nava"i. Khvandamir’s
father served Sultan Mahmud b. Abu Sa#id (1453–95) as his vizier at Samarqand.

Like his grandfather before him, Khvandamir enjoyed Mir #Ali Shir Nava"i’s patronage
(beginning in the 1490’s). After Mir #Ali Shir Nava"i’s death, Khvandamir joined the court
of Badi# al-Zaman Mirza, the eldest of Sultan Husayn Mirza’s fourteen sons, for whom he
went on several diplomatic missions. After Badi# al-Zaman Mirza left Khurasan for India
seeking refuge from the Uzbeks between 1512 and 1514, Khvandamir lived and wrote in
the town of Basht in Gharjistan, east of Herat. Then for approximately two years (1514–
17) he followed the court of Muhammad Zaman Mirza, grandson of Sultan Husayn Mirza.
Unlike some intellectuals who had served the Timurids, Khvandamir appears to have kept
his distance from the Safavid court, though he dedicated his major historical work, \abÊb

al-siyar, completed in 1524, to Khvaja Karim al-Din Habib Allah Savaji, vizier of Khurasan
under Shah Isma#il’s rule. A second edition was completed in India, which allowed him to
display his pro-Timurid sentiments.46 In ca. 1527 he journeyed to Agra via Qandahar, where

44 The generally accepted scholarly argument about patronage and production is presented in Martin B.
Dickson and Stuart Cary Welch, The Houghton Shahnameh, 2 vols. (Cambridge, Mass.: Harvard University Press,
1981). The Sh§hn§ma was begun ca. 1522 and completed around ca. 1535. Paintings were added to it as late
as the 1540’s. For a critical assessment of some of the authors’ methods and arguments, see the review by
Priscilla Soucek in Ars Orientalis 14 (1984): 134–38.

45 Khvandamir’s entry on Bihzad in the \abÊb al-siyar, at the end of the section dealing with Sultan Husayn
Mirza’s rule, describes him in no uncertain terms as a master, and it is entirely consistent with his praise of
the artist in the Khvandamir/Amini album preface: “Bihzad is a creator of marvelous pictures and rare artis-
tic manifestations. Wielding his brush {qalam} like Mani, he has abrogated the monuments of mortal painters
{§s§r-i mußavvir§n-i #§lam}, and his miraculous hands have effaced the depictions of human artists {taßvÊr§t-i
hunarvar§n-i banÊ §dam}. // The hair of his masterful brush has imparted/ life to inanimate forms.// This master
owes his rise to fame to Amir Nizamuddin Ali-Sher’s patronage, and the emperor himself also favored him
with much patronage. This rarity of the age even now enjoys the favor of sultans and rulers, and without
doubt he will continue so to do” (Khv§ndamÊr, \abÊb al-siyar, 4:362; Habibu’s-Siyar, trans. and ed. Thackston,
2:531).

46 Szuppe, Entre Timourides, Uzbeks et Safavides, p. 56. Khvandamir edited two versions of the \abÊb al-siyar.
The final one was completed in 935 (1529) in India (ibid.). Khvaja Karim al-Din Habib Allah Savaji was
vizier to Durmish Khan, who was appointed to govern Herat by Shah Isma#il.
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he met with the Mughal ruler Babur (r. 1526–30)47 and became a courtier both to Babur
and his successor Humayun.

Khvandamir produced numerous works: a collection of wise sayings of kings and phi-
losophers and notes on their charitable foundations called Ma"§sir al-mulåk (Memorials of
the Kings) completed before 1498; two general histories, Khul§ßat al-akhb§r fÊ bay§n aÈv§l al-

akhy§r (Summary of Histories in Describing the Conditions of the Most Excellent), com-
pleted 1500, and \abÊb al-siyar fÊ akhb§r afr§d al-bashar (Beloved of Biographies in Relating
the Tales of People) completed 1524; the N§ma-yi n§mÊ (Book of Renown), an insh§" manual,
in 1519 or after 1522–23;48 a panegyric biography of Mir #Ali Shir Nava"i titled Mak§rim

al-akhl§q (The Virtues of Morals), completed in 1501 and dedicated to Sultan Husayn Mirza;
and a biography of viziers, Dastår al-vuzar§" (Formula of the Viziers), completed in 1510.
Humayun commissioned Khvandamir’s last work, the Q§nån-i hum§yånÊ (Canon of Humayun,
1535), which describes the ruler’s ordinances as well as the buildings that he sponsored.

Amir Sadr al-Din Sultan Ibrahim Amini. Amini (b. 1477–78; d. 1535) was one of Herat’s most
important notables and an exact contemporary of Khvandamir. The most comprehensive
biographical notice about Amini appears in Khvandamir’s \abÊb al-siyar,49 where he be-
gins by recounting Amini’s descent from the grandees of Transoxiana, Shaykh Zahir al-
Din Abu al-#Ala", author of the Hid§ya and renowned among the ulema, who counted among
the members of Amini’s family tree. Amini’s mother’s father Mawlana Jalal al-Din #Abd
al-Rahman served the Timurid princes Baysunghur and his son #Ala" al-Dawla Mirza as a
comptroller. His mother’s mother had a similarly prestigious background; one of her pred-
ecessors had been a naqÊb of Mashhad. According to Khvandamir, Amini was not only
“adorned with noble ancestry”50 but possessed “complete learning, polite behavior, and
hereditary and acquired perfections.”51 He is praised for works of both prose and poetry.

In listing Amini’s appointments, Khvandamir begins with his service (mal§zamat) to the
Timurid prince Muzaffar Husayn Mirza. In 910 (1504–5), Amini came to the attention of
Sultan Husayn Mirza who granted him the office of comptroller of the royal estates (manßab-

i ßad§rat-i kh§ßßa-yi hum§yån). He retained this position until the death of Sultan Husayn Mirza
and continued as comptroller under Muzaffar Husayn Mirza. The end of the Timurid house
in Khurasan and the Uzbek capture of Herat resulted in Amini’s arrest. When he was re-
leased he retired, and in 1510–11, the Safavid Shah Isma#il came to Khurasan and granted
him fiefs. In 1520 Shah Isma#il commissioned a history of his conquests from Amini, called

47 B§bur, Baburnama: Memoirs of Babur, trans. Thackston, p. 403. For summary of Khvandamir’s biography,
see Storey, Persian Literature: A Bio-Bibliographical Survey 1, 1, no. 125; EI2, s.v. “Khw§ndamÊr” (H. Beveridge–
J. T. P. de Bruijn); Islâm Ansiklopedisi, s.v. “Hândmîr” (Zeki Velidi Togan); and Khv§ndamÊr, Habibu’s-Siyar,
trans. and ed. Thackston, “Translator’s Preface,” 1:ix–xii.

48 Conflicting dates of completion can be found in the secondary literature, perhaps because of the vary-
ing dates of manuscript recensions (and the dates of their separate contents). A summary of the literature on
dating the N§ma-yi n§mÊ appears in EI2, s.v. “Khw§ndamÊr” (H. Beveridge–J. T. P. de Bruijn). Perhaps based
on internal textual evidence, Storey notes that Khvandamir’s insh§" manual was begun after the author’s forty-
sixth birthday (ca. 1520) and that it was not completed before 1523 (Storey, Persian Literature: A Bio-Biblio-
graphical Survey, 3, 2, p. 269).

49 Khv§ndamÊr, \abÊb al-siyar, 3:326–27.
50 sharaf-i nasab §r§sta ast.
51 ba-vufår-i faîl va adab va kam§l§t-i mawrås va muktasab pÊr§sta ast.
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the FutåÈ§t-i sh§hÊ (Royal Conquests). Khvandamir also mentions a treatise and quatrains
by Amini who translated #Ali b. Abi Talib’s dÊv§n. Khvandamir’s high respect for Amini is
adequately attested by his biographical notice, but it is also shown by his quotation of Amini’s
poems in the \abÊb al-siyar, one of which is an elegy for Murvarid ending with a chronogram
for the year of his death.52

Other sources provide additional information about Amini. Unlike Khvandamir, Amini
was active in Herat under the Safavids. He agreed to become Prince Bahram Mirza’s pre-
ceptor (manßab-i ta#lÊm) in 1531–32,53 and may even have served as vizier in 1535.54 He also
participated in the war assembly held by the qizilb§sh amirs to decide how to respond to
the Uzbek incursions headed by Bayram Oghlan.55

Dust Muhammad b. Sulayman al-Haravi. The preface written by the royal librarian and callig-
rapher Dust Muhammad for an album he assembled at the Safavid prince Bahram Mirza’s
behest is by far the best known preface written and is frequently referred to in modern
scholarship. Its epilogue (kh§tima) is written in poetic form and its last couplet is a chronogram.
The chronogram is highlighted in gold and reads, Abå al-fatÈ Bahr§m-i #§dil-nah§dÊ (“Abu al-
Fath Bahram the Just”) which yields 951 (1544–45),56 the year of the preface’s comple-
tion.

Dust Muhammad refers to himself in the Bahram Mirza album57 preface as a scribe (al-

k§tib) and says that he worked in the royal library. We also learn from the preface that he
both wrote the preface and supervised the album’s arrangement and decoration. Incon-
sistencies between evidence and Martin Dickson and Stuart Cary Welch’s assertion that
he was a calligrapher, painter, and the album’s compiler58 encouraged Adle to return to
the written sources and to reexamine them in conjunction with signed and dated manu-
scripts and calligraphic specimens to find out more about him. Abolala Soudavar brought
Budaq Munshi Qazvini’s Jav§hir al-akhb§r (Jewels of Chronicles), completed in 1576–77,
into the debate. This is an important text composed by Bahram Mirza’s personal secre-
tary. Qazvini worked for Bahram Mirza between ca. 1536 and 1549.59 In this work, Qazvini

52 Ibid., 3:326. Additional works by Amini are listed in S§m MÊrz§, Tazkira-yi tuÈfa-yi s§mÊ, ed.
Hum§yånfarrukh, p. 46.

53 Q§îÊ AÈmad, Khul§ßat al-tav§rÊkh, ed. IÈs§n Ishr§qÊ, 2 vols. (Tehran: Intish§r§t-i D§nishg§h-i Tehr§n,
n.d.), 1:217.

54 Szuppe, Entre Timourides, Uzbeks et Safavides, p. 100.
55 Q§îÊ AÈmad, Khul§ßat al-tav§rÊkh, 2:240–41; also see \asan Beg Råmlå, AÈsan al-tav§rÊkh, pp. 344–45.
56 Various dates have been proposed for the album’s completion. For a definitive reading of the chronogram,

see Adle, “Autopsia, in Absentia,” esp. pp. 221–25.
57 Unless otherwise specified, all references to the Bahram Mirza album in this book are to the album as-

sembled by Dust Muhammad in 1544–45 (TSK, H. 2154). A second album, without a preface, was also as-
sembled for Bahram Mirza (TSK, B. 410).

58 Dickson and Welch, Houghton Shahnameh, 1:4 and 34. They describe him as an “artist-calligrapher.”
59 The Jav§hir al-akhb§r was dedicated to Shah Isma#il II and exists today in a unique manuscript (St. Petersburg,

State Public Library, Dorn 288). For reference and discussion, see Abolala Soudavar, Art of the Persian Courts:
Selections from the Art and History Trust Collection (New York: Rizzoli, 1992), pp. 258–59, n. 74. In another article
(“Between the Safavids and the Mughals: Art and Artists in Transition,” Iran 37 [1999]: 49–66; esp. 54), Soudavar
notes that the manuscript was written before its dedication to Shah Isma#il II in 1576 and was not updated.
The dates of office are based on Budaq Munshi Qazvini’s remarks in a section of the Jav§hir al-akhb§r where
he records a synopsis of his career. He states that he began to work for Bahram Mirza after the prince’s re-
turn from Gilan (ca. 1536–37) and that he worked for him for fourteen years. Savory has suggested that the
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makes a systematic and consistent distinction between Dust [Muhammad] Divana the painter
and Dust Muhammad the calligrapher, as Soudavar notes. Dickson and Welch had there-
fore incorrectly conflated two different individuals. To support Qazvini’s distinction, Soudavar
notes that the captions in the Bahram Mirza album that ascribe paintings to the artist “Ustad
Dust” are not likely to have been phrased in such an autoencomiastic way if the painter
had been responsible for their execution,60 and concludes that Dust Muhammad the cal-
ligrapher made the ascriptions to the unsigned works and that he is not the same person
as the painter by the same name.

Adle’s argument is long and complex, and he identifies many more practitioners of art
and calligraphy named Dust Muhammad, all of them active during the sixteenth century.
After an extensive analysis of texts and materials, he focuses on the three main artistic per-
sonalities in the group, Dust Muhammad b. Sulayman (Gavashani?) Haravi, Dust Muhammad
b. #Abd Allah,61 and Dust Divana/Dust Musavvir. Although some of his formulations are
questionable, Adle’s thesis that the album’s compiler was Dust Muhammad b. Sulayman
Haravi—who was a calligrapher but not a painter—is convincing.62

Budaq Munshi Qazvini tells us that Dust Muhammad was from Herat, studied under
the calligrapher Qasim Shadishah, wrote a copy of the Koran in nasta#lÊq, and pronounced
the letter r as an l. He notes that Dust Muhammad was favored by Shah Tahmasp and
that he was the only calligrapher whose services the shah retained. Qazvini ends by noting
that Dust Muhammad taught calligraphy to Princess Sultanum, a uterine sister of Shah
Tahmasp and Bahram Mirza.63 Sam Mirza also refers to Dust Muhammad “Gavashvan,”
stating that he wrote nasta#lÊq well, that he excelled in poetry, prosody/metrics (#aråî), and
riddles (mu#amm§), and that his pen name (takhalluß) was “K§hÊ.”64

length of time is in fact incorrect and proposes a shorter tenure of four years. For a summary of the passage
outlining Budaq Munshi Qazvini’s career, see Roger Savory, “A Secretarial Career under Sh§h •ahm§sp I
(1524–1576),” Islamic Studies 2, 3 (September 1963): 343–52. To date, the only published edition of the Jav§hir
al-akhb§r is incomplete, focusing on the Turkmen portions of the history. See Bud§q MunshÊ QazvÊnÊ, Jav§hir
al-akhb§r, ed. MuÈsin Bahr§mnizh§d (Tehran: $"Êna-yi Mir§s, 2000).

60 Soudavar, Art of the Persian Courts, p. 259, n. 74. For a list of Dust Muhammad’s attributive captions, see
David J. Roxburgh, “ ‘Our Works Point to Us’: Album Making, Collecting, and Art (ca. 1427–1565) under
the Timurids and Safavids,” Ph.D. diss., 3 vols., University of Pennsylvania, 1996, vol. 2, pt. 1, p. 800; and
separate entries in the catalogue of H. 2154 under fol. 121b, no. 1; fol. 138b, no. 1; and fol. 140b, nos. 2–3.

61 Adle established that Dust Muhammad b. Sulayman was distinct from Dust Muhammad b. #Abd Allah.
See Adle, “Autopsia, in Absentia,” pp. 219–56, n. 20. Another article which examines Dust Muhammad’s
identity is by YaÈy§ Zok§, “Dåst MuÈammad-i Mußavvir, Dåst MuÈammad-i K§tib, Dåst-i Mußavvir,” Ayanda
8, 5 (1361/1982): 244–53.

62 For a shorter version of Dust Muhammad’s vita, see EIr, s. v. “Dåst-MoÈammad b. Solaym§n HeravÊ”
(Chahryar Adle).

63 For references and complete text, see Chahryar Adle, “Les artistes nommés Dust-MoÈammad au XVIe
siècle,” Studia Iranica 22, 2 (1993): 219–96; esp. 227–28, and 287. Many of these items are repeated by Q§îÊ
AÈmad, Gulist§n-i hunar, trans. Minorsky, Calligraphers and Painters, pp. 146–47. Princess Sultanum, also known
as Mahin Banu, was one of three or four children borne by Shahi Beg Khanum (also known as Tajlu Begum),
daughter of Mehmed Beg Bektash (a Mawsillu Turkman), to Shah Isma#il. The others were Shah Tahmasp,
Bahram Mirza, and possibly Pari-Khan Khanum I (Maria Szuppe, “La participation des femmes de la famille
royale à l’exercice du pouvoir en Iran safavide au XVIe siècle,” Studia Iranica 23, 2 [1994]: 211–58; esp. 234,
table no. 5). Hasan Beg Rumlu describes Sultanum as a hamshÊra, a half-sister (i.e., by mother only) of Shah
Tahmasp. He adds that she died on the evening of Wednesday, 14 Jumada I 969 (20 January 1562), and that
she was born in 925 (1519) (\asan Beg Råmlå, AÈsan al-tav§rÊkh, p. 536). For Sultanum’s main biographical
references, see Dickson and Welch, Houghton Shahnameh, 1:247, n. 15. For a useful biographical summary of
her, see Membré, Mission to the Lord Sophy of Persia, trans. Morton, pp. 80–81.

64 S§m MÊrz§, TuÈfa-yi s§mÊ, ed. DastgirdÊ, p. 83. Adle points out an anachronism in Sam Mirza’s account
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Qutb al-Din Muhammad “Qissa Khvan.” In 1556–57, Qutb al-Din Muhammad composed a
preface for an album to be made for Shah Tahmasp. It is not known if the album itself
was ever even begun. The preface is included among a compilation of texts (majmå#a),65

but it is also found in an album preface signed by Mir Sayyid Ahmad al-Husayni al-Mashhadi,
who composed it for an album for Amir Ghayb Beg in 1564–65.

In his preface Qutb al-Din Muhammad notes that he had been charged by Shah Tahmasp
with overseeing the production of an album assisted by others. Qutb al-Din Muhammad
identifies himself again in the concluding segment of the preface where he writes, “the purpose
of these words was to mention some of the masters whose monuments are in this album.”66

The choice of the words, qißßa-khv§nÊ, referred to Qutb al-Din Muhammad’s title of “story-
teller.” He uses them again in the preface’s chronogram, which consists of two couplets of
poetry, where the first hemistich reads “in assembling words in the form of a chronogram.”67

The phrase “assembling words” partially reproduces his name and title. The chronogram
in the final hemistich consists of the word farkhundagÊ (“happiness”), whose letters add up to
964 (1556–67).

Little is known of Qutb al-Din Muhammad’s life aside from his position as storyteller
during the reign of Shah Tahmasp and that he was also a calligrapher. Scholars have identified
him with Qutb al-Din Muhammad Yazdi, whom Mustafa #Ali, the Ottoman statesman and
man of letters, met and talked with on numerous occasions during his year-long sojourn in
Baghdad (1585–86) where he held the post of finance director (defterdar).68 During that pe-
riod, Mustafa #Ali obtained a copy of a text that he identifies as the Ris§la-yi quãbiyya (the
Qutbiyya treatise, i.e., written by Qutb al-Din Muhammad Yazdi), and remarks that he
referred to it when composing his own work, the Men§kib-i hünerver§n.69 The relationship
between Qutb al-Din Muhammad Yazdi’s treatise, which comprises the biographies of some

where he refers to Dust Muhammad as a “young man.” Dust Muhammad was approximately twenty years
older than Sam Mirza; see Adle, “Autopsia, in Absentia,” p. 227.

65 Majmå#a, Tehran, Kit§bkh§na-yi MillÊ-yi ^r§n, no. 691, fols. 393–406. The majmå#a is dated Muharram
1057 (1 February–7 March 1647), and was copied by Muhammad Riza, son of Hajji Tahmasp Quli Beg.
Catalogue information and an edition of the text are provided by \usayn KhadÊv Jam, “Ris§la-Ê dar t§rÊkh-
i khaãã va naqq§shÊ az Quãb al-DÊn MuÈammad Qißßa Khv§n,” Sukhan 1716–17 (1346/1967): 666–76. For
other editions of the preface, see Appendix 1 under Mir Sayyid Ahmad (preface to the Amir Ghayb Beg al-
bum).

66 chun maqßåd az Ên qißßa-khv§nÊ zikr-i ba#îÊ az ust§d§n båd ki y§dg§r-i Êsh§n dar Ên muraqqa# ast.
67 zi quãb-i qißßa-khv§n dar rasm-i ta"rÊkh.
68 Cornell H. Fleischer, Bureaucrat and Intellectual in the Ottoman Empire: The Historian Mustafa Ali (1541–1600)

(Princeton: Princeton University Press, 1986), pp. 121, 123–24. While he was on his way to Baghdad to take
up his post, it was given to another man. Mustafa #Ali only learned of his replacement when he arrived in the
city. He did, however, perform the duty of finance director for an interim period.

69 See Huart, Les calligraphes et les miniaturistes de l’Orient musulman, pp. 6–7. Huart describes the text by Qutb
al-Din Muhammad Yazdi outlining the biographies of fifty-two calligraphers completed in 994 (1586) (ibid.,
p. 235). He also claims that the treatise (ris§la) was translated into Turkish by Mustafa #Ali at the order of
Sultan Murad III, and it thus formed the core of the Men§kib-i hünerver§n. For other references to the Ris§la-yi
quãbiyya, see ibid., pp. 86–87. Huart adds several points of interest for Qutb al-Din Muhammad’s biography,
including the names of his masters—Malik Daylami among them—but because they are not supported by
references, I have omitted them (ibid., p. 235). Fleischer (Bureaucrat and Intellectual in the Ottoman Empire, p. 123,
n. 36) has also discussed Mustafa #Ali’s contact with Qutb al-Din Muhammad; he suggests that Mustafa #Ali
was even inspired to write his Men§kib-i hünerver§n under Qutb al-Din Muhammad’s influence. Danishpazhuh
(“Muraqqa# s§zÊ va jung nivÊsÊ,” p. 195) also accepted the identity of Qutb al-Din Muhammad Qissa Khvan
with Qutb al-Din Muhammad Yazdi, mentioning his presence in Baghdad and his connection to Mustafa
#Ali.
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fifty-two calligraphers, described by Mustafa #Ali and the album preface is unclear. Even if
#Ali’s description of Qutb al-Din Muhammad Yazdi’s treatise is partial, it would hardly
accurately describe the preface: it refers to numerous artists as well as to calligraphers.

In his necrology for the year 920 (1562–63) the historian Hasan Beg Rumlu describes
Qutb al-Din Muhammad Baghdadi’s qualities and achievements in the following way:
“. . . with the combination of virtues and knowledge in the science of insh§" and elegance
of composition [he became] head of the secretaries noted for eloquence and in the art of
adorning metaphor he imitated the works of eloquent rhetoricians. In the presence of the
ruler, the refuge of the faith, he procured great favor.”70 He then concludes the entry by
noting that Qutb al-Din Muhammad Baghdadi studied under Amir Ghiyas al-Din Mansur
and by naming Qazvin as the place where he died.71

Many aspects of this biographical sketch fit the qualities and abilities typical of album
preface authors, including Qutb al-Din Muhammad Qissa Khvan who composed the 1556–
57 preface. Hasan Beg Rumlu’s man worked as a secretary, was well versed in literary
expression, and was an intimate of Shah Tahmasp. All of these qualities must have been
true of the preface’s author, especially the rhetorical gifts required for oral recitation that
made Qutb al-Din Muhammad fit for appointment as a storyteller. If Qutb al-Din
Muhammad Baghdadi and Qutb al-Din Muhammad “Qissa Khvan” are one and the same,
then the Qutb al-Din Muhammad Yazdi that Mustafa #Ali met in Baghdad in 1585–86
was clearly another person, because Qutb al-Din Muhammad Baghdadi had died in 1562–
63.

Shah Quli Khalifa “Muhrdar.” The preface composed by Shah Quli Khalifa is bound into an
album that he assembled for Shah Tahmasp. Shah Quli Khalifa refers to himself in the
preface as having conceived of compiling an album, and that he had only pursued this
objective when he found it reflected in Shah Tahmasp’s “mirror of the mind” (bar mir"§t-i

îamÊr). The shah gave him calligraphies and paintings and ordered him to arrange them in
an album. Toward the end of the preface, and after he has praised Shah Tahmasp suffi-
ciently, Shah Quli Khalifa lists his own titles. It is here that a slightly ambiguous phrase
appears.72 Shah Quli Khalifa’s titles are preceded by the phrase jihat-i kit§bkh§na, “for the
library,” which would suggest that the album was made for Shah Quli Khalifa’s library.
The end of the segment reads “so that it was completed” (ba-Èadd-i itm§m rasÊd). In light of
the internal references to Shah Tahmasp, we can only surmise that the album was ordered
by Shah Quli Khalifa and perhaps made in Shah Tahmasp’s kit§bkh§na.73

Because the preface does not contain a chronogram for the year of its compilation, it

70 . . . b§ vujåd-i istijm§#-i faî§"il va d§nish dar fann-i insh§" va sukhan pard§zÊ sar §mad-i munshiyy§n-i bal§ghat-i
sh#§r va dar shÊva-yi #ib§rat §r§"Ê muqtad§-yi sukhanvar§n-i faß§Èat §s§r . . . ba-pÊsh-i sh§h-i dÊn pan§h taqarrub-i bisy§r
d§sht (\asan Beg Råmlå, AÈsan al-tav§rÊkh, p. 539).

71 A second Safavid-period historian, #Abdi Beg Shirazi, names Qutb al-Din Muhammad Baghdadi. See
#AbdÊ Beg ShÊr§zÊ, Takmilat al-akhb§r, ed. #Abd al-\usayn Nav§"Ê (Tehran: Nashr-i Nay, 1369/1990 or 1991),
p. 121. He gives the date of death as 27 Rajab 970 (22 March 1563) and notes that he was the son of a su-
preme judge (q§îÊ-yi a#l§) appointed by Shah Tahmasp.

72 This is perhaps what led Morton to conclude that the album was not made for Shah Tahmasp but for
Shah Quli Khalifa. See Alexander H. Morton, “The Chåb-i •arÊq and Qizilb§sh Ritual in Persia,” in Études
Safavides, ed. Jean Calmard (Paris and Tehran, 1993), pp. 225–45; esp. 228, n. 9.

73 At this time manuscripts made for Shah Quli Khalifa, attributable to his patronage through ex librises
or internal notations in manuscripts, are unknown.
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has to be deduced from Shah Quli Khalifa’s dates in office (1533–58). In their discussion
of the album, Dickson and Welch offered the hypothesis that it was made shortly before
Bahram Mirza’s album, a notion based on its dated materials, especially its calligraphies.74

In the same study, the authors suggest that a date in the 1530’s was most likely, and they
suggest that Shah Tahmasp’s album had started a rivalry, in response to which the Bahram
Mirza album was later made.75

The dated specimens contained in the Shah Tahmasp album, however, challenge this
purported date, because the latest calligraphy in it is dated 970 (1562–63), four or five years
after Shah Quli Khalifa’s death. The calligraphy is mounted on fol. 38a and it is unsigned.
One additional calligraphy in Shah Tahmasp’s album is dated 945 (1538–39), making the
later years of the 1530’s most likely, if in fact the album was begun at the time Dickson
and Welch proposed. Thus, while the composition of the preface may be securely attrib-
uted to Shah Quli Khalifa, his exact role in the formation of the album needs to be
reexamined. The most plausible scenario is that he composed the preface expressly for the
album, which was nearly finished at the time of his death in Ramadan 965 (July 1558).
The general uniformity of margins and seam rulings where they exist suggests that this was
the case. The fact that the internal rulings, inscribed within or around separate items at-
tached to the pages, are incomplete and that a unifying program of illumination is absent,
however, suggests that the album was not completed as originally planned.

From the Qavarghalu clan of the Zu’l-Qadar tribe, the amir Shah Quli Khalifa held
the post of keeper of the seal (muhrd§r) under Shah Tahmasp. By 1533 he had been ap-
pointed chief guard of the royal harem (ÊshÊk-§q§sÊ-b§shÊ)76 and then keeper of the seal when
Shah Mahmud Beg Zu’l-Qadar was inadvertently killed by a horse in the archery square
(maydan-i qabaq-b§zÊ).77 He is frequently mentioned in all of the sixteenth-century and early-
seventeenth-century Safavid chronicles, especially in Hasan Beg Rumlu’s AÈsan al-tav§rÊkh

(Best of Chronicles), completed in 1577,78 #Abdi Beg Shirazi’s Takmilat al-akhb§r (Perfec-
tion of Chronicles), not completed before 1571–72, and in Iskandar Beg Munshi’s T§rÊkh-

i #§lam§r§-yi #Abb§sÊ (History of Shah #Abbas the Great), completed by 1629.79

Shah Quli Khalifa was involved in various campaigns and missions because of his ex-
tensive military experience and diplomatic skills. He was sent along with Bahram Mirza
and Ibrahim Khan Zu’l-Qadar to retrieve Shah Tahmasp’s rebellious brother Alqas Mirza
in 1549–50, and he was ordered to attack the stronghold in Alborz in 1551. When Sultan
Süleyman marched from Aleppo with an army in 1553–54, Shah Tahmasp sent Shah Quli
Khalifa to Van and Vastan, and in the same year he joined Ibrahim Mirza, Badr Khan,

74 Dickson and Welch, Houghton Shahnameh, 1:20.
75 Ibid., 1:238, n. 5 (notes to pt. 1, chap. 3).
76 Morton has discussed the different functions signaled by the title and how these changed over the course

of the sixteenth century and later. In the sixteenth century the ÊshÊk-§q§sÊ referred to the chief guard of the
royal harem and the person responsible for organizing and requesting the shah’s audiences (Membré, Mission
to the Lord Sophy of Persia, trans. Morton, p. 89).

77 #AbdÊ Beg ShÊr§zÊ, Takmilat al-akhb§r, p. 74.
78 Only two volumes survive. Volume 12 covers the period 900–985 (1494–1577), spanning the demise of

the Timurids and the beginnings of the Safavids.
79 For entries, see Iskandar Beg MunshÊ, History of Shah #Abbas the Great (T§rÊk-e #$lam§r§-ye #Abb§sÊ), 3 vols.,

trans. Roger M. Savory, Persian Heritage Series 28 (Boulder, Colo.: Westview Press, 1978–86), 1:108, 116,
123, 129, 138, 163, 225, and 499. Most details of Shah Quli Khalifa’s life mentioned by Hasan Beg Rumlu
are duplicated by Iskandar Beg Munshi.
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and Amir Ghayb Beg to offer Surkhab Ardalan military support. Some years earlier, in
1544–45, he was counted among the reception party that welcomed the ousted Mughal
ruler Humayun on his approach to Tabriz, and perhaps participated in the cultured con-
versations that would have accompanied such an official meeting.80 We also learn that he
accompanied Princess Sultanum when she visited the shrine of Imam Riza in Mashhad
(1549–50), at the head of troops selected from the royal guard (qurchÊs). Iskandar Beg Munshi
notes that he held Qum as a fief from Shah Tahmasp, a cluster of properties that no doubt
generated a significant income.

One of the richest sources for Shah Quli Khalifa’s life is the account of Michele Membré,
a messenger sent by the Venetian doge to the Safavid court, who wrote of his journey to
secure Safavid support against the Ottomans. He reached the Persian border in July or
August 1540,81 and finished his narrative two years later (5 July 1542). This European at-
tempt at alliance belonged to a long tradition stretching back to the fourteenth century of
seeking support to fight the Ottomans along their eastern borders.82 Not long after his ar-
rival in Tabriz in the winter, Membré was put under Shah Quli Khalifa’s care. He re-
mained in Persia for nearly a year, and during that time he was the guest of many high-
ranking courtiers.83

Membré describes his host as “a rather fat man, with a slight defect in his eye and a
short beard”; he notes that his son was Shah Tahmasp’s parv§nachÊ (official who conveyed
verbal orders), and that his house was in Tabriz.84 Later, he mentions somewhat equivo-
cally, that one of Shah Quli Khalifa’s wives was a sister (or cousin) of Shah Tahmasp.85

During Membré’s stay, a Turk from Adana came to the house and implored Shah Quli
Khalifa to obtain a kerchief from the shah. The man had seen the shah in a dream, and
his hope was that the kerchief would be of benefit to his ailing father. Shah Quli Khalifa
managed to obtain the kerchief. He had earlier acted as an intermediary for another
man who had requested one of the shah’s shoes for a similar purpose.86 Alexander Morton
notes that the title khalÊfa meant that Shah Quli’s position in the Sufi hierarchy was that
of head of qizilb§sh Sufism. Based on some of Membré’s experiences with him in Persia,
Morton goes on to suggest that Shah Quli performed some of the functions that
would ultimately be formally assigned to the post of khalÊfat al-khulaf§".87 This title is in fact

80 Iskandar Beg Munshi’s text reads: “When Hom§yån was only a farsak from the royal camp, the Shah
sent a party to meet him. This party consisted of the Shah’s brothers, Bahr§m MÊrz§ and S§m MÊrz§; Q§îÊ
Jah§n the vizier; Sevendåk Beg Afàar the qår´Êb§àÊ; Badr Kh§n Ost§jlå; ’§hqolÊ KalÊfa Zu’l-Qadar the mohrd§r;
and other emirs and principal officers of state” (ibid., 1:163). During Prince Bayezid’s visit to the Safavid court,
Iskandar Beg Munshi writes, “But B§yazÊd maintained his haughty and arrogant demeanor; he spoke not a
word, and did not join in that cultured dialogue which every occasion of this sort demands” (ibid., 1:168).
This and other descriptions suggest the cultural nature of discourse at receptions of the Safavid court.

81 Michele Membré, Relazione di Persia (1542), ed. Giorgio R. Cardona, introduction by Gianroberto Scarcia
(Naples: Istituto Universitario Orientale, 1969); Membré, Mission to the Lord Sophy of Persia, trans. Morton.

82 For summary of diplomatic exchanges, see Membré, Mission to the Lord Sophy of Persia, trans. Morton, pp.
viii–ix.

83 Ibid., p. 31. The list includes Qara Khalifa, Naranji Sultan, Qazi Jahan, Shahvirdi Khan, and Shah #Ali
Sultan.

84 Ibid., pp. 20–21. For a definition of the post, see ibid., p. 92.
85 Ibid., p. 26. No reference to such a union is made in any of the known Safavid written sources, pub-

lished or unpublished.
86 Ibid., pp. 41–42.
87 Ibid., p. 79. Also see Morton’s study on ritual beating, which deals in part with Membré’s experience

during his stay with Shah Quli Khalifa (Morton, “The Chåb-i •arÊq and Qizilb§sh Ritual in Persia,” pp.
225–29).
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attributed to Shah Quli Khalifa in the section of the album preface where his honorifics
are listed.

Malik Daylami. Malik Daylami (d. 1561–62) belonged to one of Qazvin’s noble families,
and was famed for his skill as a calligrapher and poet. He composed an album preface at
the request of Amir Husayn Beg completing it in 1560–61.88 Malik Daylami refers to him-
self at several points in the preface. After discussing Amir Husayn Beg and his father Amir
Hasan Beg, he inserts a chronogram in the form of a quatrain which he composed for the
year of Amir Hasan Beg’s death (968/1560–61). Malik Daylami also describes how Amir
Husayn Beg praised his calligraphy and encouraged him. It was rare praise indeed given
that Malik Daylami was senior in status to Amir Husayn Beg. The second of two chronograms
for the year of the album’s completion names “Malik” as its writer (kard m§lik bahr-i ta"rÊkhash
raqam, “For its chronogram Malik wrote. . . ”). The chronogram reads “a garden of rav-
ishing pieces” (gulshanÊ az qiãa#h§-yi dil-gush§), whose letters yield 968 (1560–61). The chronogram
that appears before Malik Daylami’s was composed by Mirza Muhammad Amni.

The richest source for Malik Daylami’s biography is Qazi Ahmad’s Gulist§n-i hunar.89 Qazi
Ahmad begins with Malik Daylami’s early training in the six scripts (viz., naskh, muÈaqqaq,
rayÈ§nÊ, thuluth, riq§#, tawqÊ#) under the tutelage of his father Mawlana Shahra Mir Qazvini.
He so excelled in these scripts that he rivaled the “six masters,” that is, the students of
Yaqut al-Musta#simi. Malik Daylami is also recorded as owning a specimen made by #Umar
Aqta#, a calligrapher active in the fifteenth century. Malik Daylami also studied nasta#lÊq.90

Qazi Jahan Qazvini, Shah Tahmasp’s grand vizier (also given the position of vakÊl)91 started
Malik Daylami on his distinguished career, when in 1556–57, he ordered him to Mashhad
to work in the library of Prince Ibrahim Mirza; he also instructed the young prince in cal-
ligraphy.92 To Ibrahim Mirza’s loss, Malik Daylami was recalled to Qazvin to design ar-
chitectural inscriptions for the Dawlatkhana, the Chihil Sutun Palace, and the Sa#adatabad
gardens. Attempts to bring Malik Daylami back to Mashhad failed, no doubt to Ibrahim
Mirza’s chagrin, and he remained at work in Qazvin until his death in 1561–62. Qazi Ahmad
notes his accomplishments as a poet (especially of qasidas and ghazals),93 his composition

88 Istanbul, TSK, H. 2151. In his Safavid history, #Abdi Beg Shirazi gives Amir Husayn Beg’s year of death
as 967–68; the same date is provided in the album preface (968) (see #AbdÊ Beg ShÊr§zÊ, Takmilat al-akhb§r, p.
117). The reading may be in error, “Husayn” printed instead of “Hasan.” Amir Hasan Beg, Amir Husayn
Beg’s father, died in that year as Malik Daylami records in the preface.

89 Q§îÊ AÈmad, Gulist§n-i hunar, trans. Minorsky, Calligraphers and Painters, pp. 33, 64, 75, 141–45, 148, 154–
55, and 167.

90 For a list of dated and undated manuscripts as well as calligraphic specimens signed by Malik Daylami,
and their description, see Marianna Shreve Simpson, Sultan Ibrahim Mirza’s Haft Awrang: A Princely Manuscript
from Sixteenth-Century Iran (Washington, D.C., New Haven, and London: Freer Gallery of Art, Smithsonian
Institution, and Yale University Press, 1997), pp. 411–17, and 284–93; and Bay§nÊ, AÈv§l va §s§r, 2, pts. 3-4,
pp. 599–601 and 607–9.

91 Shah Tahmasp praises Qazi Jahan Qazvini in his memoirs, the Tazkira-yi Sh§h •ahm§sp, for his knowl-
edge of science and excellence in calligraphy, insh§", and adab (•ahm§sp ‘afavÊ, Tazkira-yi Sh§h •ahm§sp, ed.
Amr All§h ‘afarÊ [Tehran: Intish§r§t-i Sharq, 1363/1984 or 1985], p. 3). A biographical summary for Qazi
Jahan is available in Membré, Mission to the Lord Sophy of Persia, trans. Morton, pp. 74–76.

92 Simpson has pointed out inconsistencies in Qazi Ahmad’s dating. She suggests that Malik Daylami was
in Mashhad in 963 (1556) (Simpson, Sultan Ibrahim Mirza’s Haft Awrang, p. 284).

93 Malik Daylami’s poetic talent is also acknowledged by Sadiqi Beg Afshar in his biography of poets com-
posed ca. 1592 (‘§diqÊ Beg Afsh§r, Tazkira-yi majma# al-khav§ßß, ed. #Abd al-Rasål Khayy§mpår [Tabriz:
Ch§pkh§na-yi Akhtar, 1327/1948], p. 208, no. 184).
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of a Gåy va Chawg§n (Ball and Polo Stick, written in response to #Arifi’s text of the same
title) for Ibrahim Mirza, and his plan to copy a Koran in nasta#lÊq. Hasan Beg Rumlu also
writes that Malik Daylami studied religious sciences (#ulåm) under Mawlana Jamal al-Din
Mahmud Shirazi.94

Mir Sayyid Ahmad al-Husayni al-Mashhadi. Although the calligrapher Mir Sayyid Ahmad’s
role as an author of prefaces has been contested, he is included here among those figures
involved in the production of album prefaces because he copied Murvarid’s preface in 971
(1563), which is in an album (H. 2156) whose dated margins range from 1572 to 1575.
During the assembly of the Amir Ghayb Beg album in 1564–65 (completed in 1565–66),
he artfully reworked Qutb al-Din Muhammad’s 1556–57 preface composed originally for
a projected Shah Tahmasp album.

He does not claim authorship of either example in quite the same way as Dust Muhammad,
Shah Quli Khalifa, or Malik Daylami did before him. In the preface to album H. 2156 he
simply notes that it had come to pass in the year 971 and then signs his name “written by
the poor, weak, sinful servant AÈmad al-\usaynÊ al-MashhadÊ the scribe, may God for-
give his sins and conceal his faults.”95 There are no internal references to him. In Amir
Ghayb Beg’s album he also signs his name at the end of the preface and the chronogram
and notes it was completed in Herat. In the body of the preface he replaces Qutb al-Din
Muhammad’s name with Amir Ghayb Beg’s where he talks of the inception of the project;
retains Qutb al-Din’s punning reference to his title in the concluding passage, “Since the
purpose of these words . . .” (chun maqßåd az Ên qißßa-khv§nÊ . . .), but deletes his chronogram.
At the end of the preface he signs his name (using the same formula found in album
H. 2156), inserts a poem, and writes out the date of completion (972). At the end of the
album’s chronogram he signs his own name in the same way. But the preface in the Amir
Ghayb Beg album reorders the components of Qutb al-Din Muhammad’s model and re-
places many words and phrases. The scope of its reworking suggests more than mere copying,
unless Mir Sayyid Ahmad was copying a preface written by yet another individual whom
he does not name.

Mir Sayyid Ahmad is best known as a prolific calligrapher. The textual sources are unani-
mous in making him a student of Mir #Ali who was one of the most celebrated calligra-
phers of the sixteenth century; his specimens were avidly collected. Qazi Ahmad provides
the most comprehensive biographical account and he identifies Mir Sayyid Ahmad as one
of his five teachers in calligraphy.96 Mir Sayyid Ahmad was a Husayni sayyid of Mashhad,
one among many groups descended from the Shi#ite imams; he went to Herat to study
under the calligrapher Mir #Ali and thereafter sought the patronage of the Uzbek ruler
#Abd al-#Aziz Khan in Bukhara. When the latter died, Mir Sayyid Ahmad returned to
Mashhad and later went to Shah Tahmasp’s court where his responsibilities included copying

94 \asan Beg Råmlå, AÈsan al-tav§rÊkh, p. 184; trans. and ed., C. N. Seddon, Chronicle of the Early ‘afawÊs,
Being the AÈsanu’t-taw§rÊkh of \asan-i-Råmlå, 2 vols., Gaekwad’s Oriental Series 69 (Baroda: Oriental Institute,
1931–34), p. 67.

95 katabahu al-#abd al-faqÊr al-ÈaqÊr al-muznib AÈmad al-\usaynÊ al-MashhadÊ al-k§tib ghafara All§h zunåbahu va
satara #uyåbahu.

96 Q§îÊ AÈmad, Gulist§n-i hunar, trans. Minorsky, Calligraphers and Painters, pp. 10, 16, 32–33, 138–141, 147,
151, 165–166, 168, 170, and 173. Qazi Ahmad adds that he studied with him in Mashhad and that “the MÊr
deigned to write for this humble one an album (muraqqa#), several [samples] of single letters (mufrad§t) and many
specimens of calligraphy (qiãa#),” but all had been lost (ibid., pp. 10 and 141).
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official correspondence. Even after he returned to Mashhad, he continued to undertake
work for Shah Tahmasp, at the same time making his house a center for the teaching of
calligraphy. Then charges were brought against him, and Shah Tahmasp demanded that
he repay all salaries and wages from his years of employment. He tried to sell his house
and leave for India, but the plan fell through. Finally in 1556 Mir Murad Khan, a local
ruler of the province of Mazandaran, hired him with a salary, and his luck again turned.

Mir Sayyid Ahmad returned to Mashhad to visit his children in 1576, a trip that coin-
cided with the accession of Shah Isma#il II (r. 1576–78). Shah Isma#il II requested that he
come to Qazvin and offered him a house there, but in keeping with his turbulent career,
its dramatic rises and drops in royal favor, and just plain bad luck Shah Isma#il II died
shortly thereafter. The calligrapher was forced to return to Mazandaran where he died in
1578–79. Qazi Ahmad adds that he trained two sons as calligraphers but that they “did
not take the mÊr’s place.”97

Iskandar Beg Munshi claims that Mir Sayyid Ahmad was one of the two best calligra-
phers alive at the time of Shah Tahmasp’s death (he accorded first place to Mawlana Mahmud
Ishaq Siyavushani).98 He also notes the calligrapher’s achievement in poetry, but says that
“toward the end of his life his style changed, and he acquired characteristics frowned on
by men of distinction.”99 He does not say what these might have been.

Shams al-Din Muhammad al-Vasfi. Shams al-Din Muhammad’s preface is bound into a Safavid
album of the latter half of the sixteenth century known as the Shah Isma#il II album
(H. 2138). Illuminated captions on the preface’s opening pages (fols. 2b–3a) record that
the album was begun in Mashhad in the year 976 (1568–69) and completed in 984 (1576–
77), during the reign of Shah Isma#il II.

Sources on Shams al-Din Muhammad are scarce, but in his preface he refers to himself
as the “miserable scribe and least of the two scribes”100 and informs us that his teacher
was Mawlana Shaykh Kamal al-Sabzavari.101 He also notes that his master composed the
Tazkirat al-kutt§b (Biography of Scribes) in the name of Shah Tahmasp. He excerpts a po-
etic passage from that biography in which Mawlana Shaykh Kamal al-Sabzavari praises
Shams al-Din Muhammad. His reference to a Shams al-Din Muhammad Kirmani, a scribe
active in Shiraz and Kirman, distinguishes Shams al-Din Muhammad al-Vasfi from this
well-known calligrapher. Other internal references to calligraphers who gained prominence
in the later years of the sixteenth century confirm that the preface was written while the
album was being produced, although #Abd al-Hayy Habibi contradicts this when he dates
it to 1537 and identifies the album as the muraqqa# of Shah Isma#il I, who died in 1524.102

97 Ibid., p. 141.
98 Iskandar Beg MunshÊ, History of Shah #Abbas the Great, trans. Savory, 1:266.
99 For text, see ibid., 1:266–67.

100 k§tib al-ÈaqÊr va aqall al-k§tibÊn.
101 Qazi Ahmad informs us that Mawlana Shaykh Kamal al-Sabzavari was a student of Mawlana #Abd al-

Haqq al-Sabzavari, a figure mentioned in Shams al-Din Muhammad’s preface immediately before his mas-
ter. Qazi Ahmad gives numerous details about Mawlana Shaykh Kamal al-Sabzavari, adding that he met
him in 965 (1557–58) in Mashhad. At that time he was “of ripe old age and of serene presence.” His son
Mawlana Shaykh Muhammad became an artist trained by Dust Divana (Q§îÊ AÈmad, Gulist§n-i hunar, trans.
Minorsky, Calligraphers and Painters, pp. 75 and 187).

102 \abÊbÊ, “Literary Sources for the History of the Arts of the Book in Central Asia,” app. 1, p. 279, no.
46. Habibi does not cite a catalogue number for the album or an explanation of the date that he proposes for
the preface’s composition by Shams al-Din Muhammad. Other theories for the album’s patron and date are
summarized in D§nishpazhåh, “Muraqqa# s§zÊ va jung nivÊsÊ,” p. 182, no. 15.
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Qazi Ahmad briefly mentions a Mawlana Shams al-Din Muhammad Katib, a calligra-
pher from Bistam who had studied with Mir Sayyid Ahmad. After some years in Herat,
this Shams al-Din Muhammad worked in Shah #Abbas’s workshop/library (kit§bkh§na) in
Qazvin where he earned a salary (mav§jib) and was given a land grant (tuyål).103 Although it
is not possible to prove conclusively that they were one and the same, the calligrapher men-
tioned in Qazi Ahmad’s text is contemporary to the date of the album’s compilation (1568–
77).

Muhammad Muhsin. Muhammad Muhsin completed his preface in 990 (1582–83).104 At the
end of the preface he signed his name, noted that it was copied in Herat, and provided the
year. Neither the preface nor the album of calligraphies and paintings to which it belongs
contains specific information about a patron or recipient. Study of the calligrapher is based
on a corpus of calligraphies signed by him. His use of the nisba al-Haravi suggests that he
might have been born in Herat.105 One author describes him as being a student of Mir
Muhammad Baqir b. Mir #Ali Haravi.106 #Abd al-Hayy Habibi simply notes that he was a
calligrapher active sometime during the sixteenth century and that he was also a painter,
a skill Habibi attributes to him without any source or further explanation.

Muhammad Salih. Muhammad Salih styled himself “the imperial scribe” (al-k§tib al-kh§q§nÊ)
in the album preface. The body of the text contains no reference to him and he signs his
name at the end with the requisite petition for God’s forgiveness. The preface’s year of
completion is provided by a chronogram, muraqqa#-i khåb “beautiful album,” which yields
1018 (1609).107 Mahdi Bayani, however, reads the poetic chronogram as khåb raqam—ex-
cluding the word muraqqa#—with a total numerical value of 948 (1541–42).108 Since the preface
identifies the album’s recipient as Vali Muhammad Khan, the third ruler of an Uzbek dynasty
referred to variously as Toqay Timurid, Janid, or Ashtarkhanid, who ruled from 1605 to
1611, it would seem safe to conclude that the chronogram should be calculated as 1018
(1609), squarely within the years of his rule.109

Vali Muhammad Khan visited Shah #Abbas’s court in Isfahan in 1611 after he had been
ousted from Bukhara by his nephew Imam Quli Sultan.110 With some assistance from Shah
#Abbas I, Vali Muhammad regained control over Bukhara on 17 Jumada II 1020 (26 Au-

103 Q§îÊ AÈmad, Gulist§n-i hunar, trans. Minorsky, Calligraphers and Painters, p. 170.
104 In the year preceding the album preface’s composition, events in Herat and the province of Khurasan

had given the reigning monarch Sultan Muhammad (r. 1578–87) some cause for concern. In 1581, #Abbas
Mirza had been “raised to the throne of Khorasan, with the style of Shah #Abbas” (Iskandar Beg MunshÊ,
History of Shah #Abbas the Great, trans. Savory, 1:408). Sultan Muhammad’s response to the revolt, launched by
some of the amirs, was to send forces to Khurasan in 1582.

105 Bay§nÊ, AÈv§l va §s§r, 2, 3, pp. 833–35, no. 1234.
106 Bayani remarks that this had been proposed by Mirza Habib Isfahani, but he does not cite the source

(ibid., p. 833).
107 A reference to the album and its preface appears in \abÊbÊ, “Literary Sources for the History of the

Arts of the Book in Central Asia,” p. 277, no. 30. Perhaps as a typographical error, the hijrÊ year is given as
1081 and not 1018.

108 Bay§nÊ, AÈv§l va §s§r, 2, 3, p. 777, no. 1117.
109 Huart makes a reference to a Mawlana Salih, active in Bukhara during the reigns of #Abd Allah Khan

and Iskandar Khan, that is, in the late sixteenth century. He adds that Salih was trained by Mahmud Shihabi,
a calligrapher who had worked for Uzbek patrons. Huart does not provide the source (Huart, Les calligraphes
et les miniaturistes de l’Orient musulman, p. 229).

110 Iskandar Beg MunshÊ, History of Shah #Abbas the Great, trans. Savory, 2:1044–48.
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gust 1611).111 Iskandar Beg Munshi makes an interesting reference to his nephew, also called
Muhammad Salih, who composed a chronogram for the arrival of Vali Muhammad Khan
in Isfahan. The chronogram, “The king of Turan has come,” yields the numerical value
of 1020 (1611).112 Could the Muhammad Salih who composed the preface in 1609 be the
same as the one who composed the chronogram in 1611?

THE HISTORICAL AND CULTURAL MILIEU

The preceding biographical sketches convey something of the breadth and complexity of
the social field in which albums were made and prefaces composed. The preface authors
were of either Persian or Turkic ethnic backgrounds and had various and changing affili-
ations to the royal court. Often they enjoyed their status by dint of effort and aptitude alone.
But belying this richly textured social milieu is the fact that during the sixteenth century
the practice of album making was limited to a small community in the court circle, com-
prising members of the royal house and select high-ranking non-royal patrons.113 A wider
social involvement would only come at the century’s end, when shifts in patronage com-
bined with changes in artistic practice allowed for many more participants to collect mate-
rials for albums.

Beginning in the late fifteenth century and throughout the sixteenth century, full mem-
bership of intellectuals, poets, and artists in the cultural elite was made more likely by such
qualities as noble lineage (heredity promised a predisposition to perform well) and good
conduct, but first and foremost, verbal acumen: presumably visual acuity was also desir-
able given the prominent role of works of calligraphy, painting, and drawing in the court’s
cultural activities. Biographical notices about preface authors invariably mention their family
origin, stressing prestigious descent whenever possible, and the advantages acquired through
training under a renowned master. The circumscribed nature of this community of cul-
tural brokers and players was only reinforced by the cultural practices of the literary and
visual arts. Pedagogical and creative procedures of poetry, calligraphy, and depiction re-
sulted in highly self-referential corpuses of work. Much depended on knowing the tradi-
tion’s history and working in response to it, and on being able to gauge subtle changes and
departures from a string of known precedents. It is hardly surprising, then, that the habit
of recording genealogies of professions and avocations peaked in the sixteenth century and
that its sustenance and perpetuation served the interests of a tightly knit community of
practitioners, who always had been, or who became, cultural insiders. It is this particular
historical constellation that brought about the idea of combining a codex-format album
collection with a preface and which exposed the logic of devoting portions of the preface
to strings of pedagogical affiliation and/or stylistic filiation.

111 Ibid., 2:1051.
112 Ibid., 2:1045.
113 Perhaps by the late sixteenth century, and certainly by the early seventeenth century, albums were available

to a broader clientele. In theory, this was the result of a shift in focus on the artist’s part to the production
mainly of single-sheet paintings and drawings of which Riza #Abbasi was the most celebrated exponent. Col-
lectors could purchase single-page works according to the size of their pocketbook, ultimately assembling the
gathered materials into an album when they had collected a sufficient quantity.
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the timurid achievement and the safavid transition
114

The cultural achievements of the Timurid dynasty in literature, art, and architecture and
the fame of the Timurid courts in cities such as Herat, Samarqand, and Shiraz are now
well enough known to obviate the need for lengthy repetition.115 It is generally accepted
that the aesthetic formation and criteria of value established and refined under the Timurids
was the standard against which contemporary Ottoman and Aqqoyunlu Turkmen and
subsequent Safavid, Uzbek, and Mughal dynasties would first model and then measure the
objects of their own production before a process of change would cause the absorption of
Timurid elements.116 Aesthetic departures from the Timurid artistic tradition by their con-
temporaries and successors have already been described in the scholarly literature,117 as
have general aspects of continuity and change between the Timurids and the Safavids in
the realms of political history118 and religion.119 But specific facets of court and political
life within the context of the Timurid-to-Safavid period of transition merit discussion here
because of their particular relevance to the milieu in which albums and their prefaces were
composed.

114 The best general overview of the Timurid and Safavid dynasties is still The Timurid and Safavid Periods,
ed. Peter Jackson and Laurence Lockhart, vol. 6, The Cambridge History of Iran (Cambridge: Cambridge Uni-
versity Press, 1986). A critical mass of recent scholarship and a renewed interest in the Timurid period date
to the late 1980’s. Recent years have also seen an increased focus on the Safavid period, but many questions
await analysis, especially a detailed study of aspects of change and continuity between the late Timurid and
early Safavid periods.

115 The principal sources are Thomas W. Lentz and Glenn D. Lowry, Timur and the Princely Vision: Persian
Art and Culture in the Fifteenth Century (Los Angeles and Washington, D.C.: Los Angeles County Museum of Art
and Arthur M. Sackler Gallery, Smithsonian Institution, 1989); Lisa Golombek and Donald Wilber, The Timurid
Architecture of Iran and Turan, 2 vols. (Princeton: Princeton University Press, 1988); and Lisa Golombek and
Maria E. Subtelny, ed., Timurid Art and Culture: Iran and Central Asia in the Fifteenth Century, Studies in Islamic
Art and Architecture 6 (Leiden: E. J. Brill, 1992).

116 See Lentz and Lowry, Timur and the Princely Vision, chap. 5; and Stephen Frederic Dale, “The Legacy of
the Timurids,” Journal of the Royal Asiatic Society 8, 1 (1998): 43–58. For the Ottoman context in particular, see
Gülru NecipoÅlu, “From International Timurid to Ottoman: A Change of Taste in Sixteenth-Century Islamic
Tiles,” Muqarnas 7 (1990): 136–70; and idem, “A |ânûn for the State, A Canon for the Arts: Conceptualiz-
ing the Classical Synthesis of Ottoman Art and Architecture,” in Soliman le magnifique et son temps, ed. Gilles
Veinstein (Paris: Documentation française, 1992), pp. 194–216. For the Mughal context with regard to painting,
see Soudavar, “Between the Safavids and the Mughals,” pp. 49–66.

117 For example, the concept of two traditions, the Turkmen and Timurid, fuses in the paintings of the
Safavid Sh§hn§ma-yi Sh§hÊ (Dickson and Welch, Houghton Shahnameh), and epigraphic shifts of form and con-
tent in Safavid metalwork (A. S. Melikian-Chirvani, “The Transition to the Safavid Period: The Evidence of
Metalwork and Its Epigraphy,” in Transition Periods in Iranian History, Actes du Symposium Fribourg-en-Brisgau,
22–24 May 1985, in the series Cahiers de Studia Iranica 5 [Leuven: Peeters, 1987], pp. 181–203).

118 In a series of essays (listed in the bibliography), Roger Savory examined changes in the balance be-
tween ruling, military, and bureaucratic groups and the nature of official positions at court.

119 The propagation of Shi#ism as the official religion of the Safavid polity is a major focus in addition to
the development of Shi#ite rituals. Recent studies from this rich and extensive literature include Jean Calmard,
“Les Rituels Shi#ites et le Pouvoir: L’imposition du Shi#ism safavide, eulogies et malédictions canoniques,” in
Études Safavides, ed. Jean Calmard (Paris and Tehran, 1993), pp. 109–50; Kathryn Babayan, “The Safavid
Synthesis: From Qizilbash Islam to Imamite Shi#ism,” Iranian Studies 27, 1–4 (1994): 135–61; Said Amir Arjomand,
“The Clerical Estate and the Emergence of a Shi#ite Hierocracy in Safavid Iran,” Journal of the Economic and
Social History of the Orient 28 (1985): 169–219; and Erika Glassen, “Schah Ism§#Êl I. und die Theologen seiner
Zeit,” Der Islam 48, 2 (February 1972): 254–68. For a useful overview of Shi#ism in the Safavid period, see
Said Amir Arjomand, The Shadow of God and the Hidden Imam: Religion, Political Order, and Societal Change in Shi #ite
Iran from the Beginning to 1890 (Chicago and London: University of Chicago Press, 1984), chap. 4.
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The first facet is the Timurid courtly formation, which the Safavids largely replicated,
and those cultural pursuits that were accorded value. In both cases, continuity and memory
were ensured by practitioners who were living repositories of technique and knowledge.
A related aspect was the long-standing contract between patron and practitioner in the
Perso-Islamicate sphere, first identifiable in the tenth century. It was not only incumbent
on the ruler to sponsor works of architecture as a contribution to society’s general wel-
fare—though its purpose is rarely described explicitly in those terms—but also to foster an
atmosphere of intellectual endeavor and cultural pursuit. Art and architecture were con-
sciously exploited as an expression of dynastic and individual accomplishment; art and
architecture also affirmed the hegemonic power of the dynasty by displaying the ruler’s
command over the requisite human, material, and financial resources. Monuments and
other forms of urban development offered a means of demonstrating a dynasty’s might.
Though they could be lost with the passage of time, they could also be recorded through
the practice of historical writing. But these buildings and objects merely provided the set-
ting for the court’s activities, a broad range of private and public events and ceremonies
that animated the social life of the city and its environs.

In gauging the reception of this Timurid court model, we are particularly well served by
the accounts of four authors—Dawlatshah Samarqandi, Khvandamir, Muhammad Haydar
Dughlat, and Babur—of whom the last three survived the dynasty’s end. In their historical
and biographical writings, the court and its cultural activities sponsored by Sultan Husayn
Mirza and his foster-brother Mir #Ali Shir Nava"i are described in glowing, idealized, and
often nostalgic terms, held up as the model for any would be patron. Some examples will
suffice to illustrate the enduring legacy of the Timurids, although it would be inaccurate
to depict later responses to their cultural achievement as unchanging; rather they took the
form of a series of selections and transformations of chosen elements.

Writing in his T§rÊkh-i rashÊdÊ (1546), Muhammad Haydar Dughlat draws a comparison
between the court of the Uzbek ruler #Ubayd Allah Shaybani (r. 1534–39) in Bukhara and
the Timurid Sultan Husayn Mirza in Herat. His description of #Ubayd Allah Shaybani reads:

He wrote the seven scripts, but he wrote the naskh script best. He copied several Korans and
sent them to Mecca and Medina. He also wrote naskh-ta#lÊq very well. He composed a divan of
poetry in Turkish, Arabic, and Persian. He was well versed in the science of music, and even
now some of his compositions are sung by entertainers. He was a padishah who combined all
praiseworthy qualities. During his life there was such a collection of learned men and such a
large population in Bukhara, his capital, that one is put in mind of Herat during Sultan-Husayn
Mirza’s time.120

Muhammad Haydar Dughlat also describes the breadth of cultural activity at the court
under Sultan Husayn Mirza’s and #Ali Shir Nava"i’s patronage.121 For example, he sus-
pends his historical narrative to introduce brief biographical notices organized by primary
profession (poets, calligraphers, painters, illuminators, singers and musicians), noting that
he had done so “to show that his father went to Khurasan at a time when the greatness,

120 MuÈammad \aydar Dughl§t, T§rÊkh-i rashÊdÊ, trans. Wheeler M. Thackston, Mirza Haydar Dughlat’s Tarikh-
i Rashidi: A History of the Khans of Moghulistan (Cambridge, Mass.: Department of Near Eastern Languages and
Civilizations, Harvard University, 1996), p. 182.

121 Ibid., pp. 128–31.
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population, and culture of Khurasan in general and the reputation of Herat in particular
were of the degree mentioned in the summary.”122 Of the calligrapher Sultan #Ali Mashhadi,
patronized by Sultan Husayn Mirza and Mir #Ali Shir Nava"i, Muhammad Haydar Dughlat
writes:

Today so much of the mulla’s writing remains that the mind can scarcely accept it, for in most
countries of the world there are few connoisseurs of calligraphy who do not have specimens
or books copied by the mulla. In the libraries of the rulers of the world, if there are not two
or three books in the mulla’s writing, it is not counted as a library. This is a marvelous thing.123

Like Muhammad Haydar Dughlat, Khvandamir appends numerous biographies to his
narrative of Sultan Husayn Mirza’s reign as a testament to the achievement of the Herati
court. Babur and Dawlatshah gave the late Timurid Herati milieu equally positive assess-
ments, noting the preponderance of men of talent and the preoccupation with art and its
sponsorship.124 For Babur, “Sultan Husayn Mirza’s time was marvelous. Khurasan, espe-
cially the city of Herat, was filled with people of talent and extraordinary persons. Every-
one who had an occupation was determined to execute his job to perfection.”125 At an even
greater temporal and geographical remove was the Ottoman statesman and man of letters
Mustafa #Ali. In the late sixteenth century, he complained that there was no patron who
could match Sultan Husayn Mirza in stature, and #Ali likened himself to the poets #Abd al-
Rahman Jami and Mir #Ali Shir Nava"i.126

The importance of the patronage that made such achievements possible is stressed in
some contemporary Timurid accounts. One account is Mirkhvand’s universal history, the
Rawîat al-ßaf§". In its preface,127 Mirkhvand treats various topics before describing what
prompted him to write his history. After pursuing the project for some time, and occa-
sional discussions about it with “enlightened figures at meetings” who encouraged him to
compile a volume, the “deficient currency of the medium” and “the total absence all over
the earth of princes to patronize talent”128 forced Mirkhvand to shelve it. Mirkhvand com-
plained that, unlike him, writers in the past had been able “to attain their object through
the support and encouragement of patrons eminent for wealth and fame, by the efulgent
splendor of whose bounty they were enabled to reach their proposed goal.”129 That was
until he fell under the watchful eye of Mir #Ali Shir Nava"i. Then Mirkhvand was freed
from the concerns and anxieties that had held him back and provided with a library and a
suitable dwelling in which to work. A Timurid decree (manshår) dealing with Mansur Musavvir,
artist and father of Shah Muzaffar (a contemporary of Bihzad), states that patronage (also

122 Ibid., pp. 125–32, esp. p. 132.
123 Ibid., pp. 129–30.
124 Their comments are provided in Subtelny, “#AlÊ ShÊr Nav§"Ê: BahkshÊ and Beg,” p. 797.
125 B§bur, Baburnama: Memoirs of Babur, trans. Thackston, p. 221.
126 Fleischer, Bureaucrat and Intellectual, p. 70. Mustafa #Ali’s remark is consistent with what Fleischer de-

scribes, in general, as his “perception of an Ottoman world in decline” (ibid., p. 191). For a critique of this
aspect of Fleischer’s book, see the review article by Rhoads Murphey, “Mustafa Ali and the Politics of Cul-
tural Despair,” International Journal of Middle East Studies 21, 2 (1989): 243–55.

127 MuÈammad b. Khv§ndsh§h, known as MÊrkhv§nd, Rawîat al-ßaf§", 10 vols. (Tehran: MarkazÊ, 1338–
39/1959–60), 1:1–8 and 9–13. For translation of preface, see MÊrkhv§nd, History of the Early Kings of Persia,
trans. David Shea (London: Oriental Translation Fund, 1932), pp. 1–43.

128 MÊrkhv§nd, History of the Early Kings of Persia, trans. Shea, p. 10.
129 Ibid., p. 11.
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favor) of the arts (ri"§yat-i j§nib-i hunar) is incumbent upon all discerning persons (aßÈ§b-i baßar).130

The specific context of this general reference to patronage involves painting and corrobo-
rates the high value accorded to painting and the arts of the book, which we may have
deduced anyway from the numerous manuscripts produced in the Herat court of the last
quarter of the fifteenth century.

The cumulative result of these records, reminiscences, and descriptions was undoubt-
edly an idealized portrait of court life in Herat under the Timurids. But their writings also
defined a canon of the literary and visual arts through their insistent focus on a core group
of practitioners and by inferring the stylistic and formal values characteristic of these prac-
titioners’ works. Together, the literature about the Herati court presented an inescapable
record of achievement and a set of criteria for court culture; it also argued for the per-
petuation of sponsorship, lest there be a break in the tradition.

Murvarid and Khvandamir/Amini, the authors of the two earliest extant prefaces, were
close associates of the Timurid court and served as key elements in the transference of Timurid
values to the Safavid elite. Descended from families with ties of service to the Timurid house,
they were born into the class of the religious elite from which the royal bureaucracy was
usually drawn. Murvarid and Khvandamir (Mirkhvand’s grandson) were intimates of Sul-
tan Husayn Mirza and Mir #Ali Shir Nava"i, the two leading patrons of the late Timurid
period in Herat. Although their official positions would in any case have brought them
into direct contact with these leading patrons, a hint of their closeness to them is conveyed
by Khvandamir in a passage in his \abÊb al-siyar, where he gives a moving account of Mir
#Ali Shir Nava"i’s illness and subsequent death. After the onset of the illness, Murvarid was
put in charge of the amir, seconded Mawlana #Abd al-Hayy Tuni’s proposal to return to
Herat where the advice of doctors could be sought, and accompanied the ailing amir back
there.131 He then succeeded #Ali Shir Nava"i as keeper of the seal at the great council of
amirs.132

The list of literary works composed by Murvarid, Khvandamir, and Amini is evidence
of the range of their intellectual interests, the breadth of their knowledge, and their liter-
ary virtuosity, the latter demonstrated especially in the insh§" manuals of Murvarid and
Khvandamir. Murvarid exemplifies the erudite and highly literate secretary prized in the
late Timurid period. At that time, secretaries and other bureaucrats exceeded the basic

130 For discussion of the decree, its context, and other sources for Mansur Musavvir, see Kambiz Eslami,
“Manßår Mußavvir, ‘the Pride of the Painters’ and His Son Sh§h Muíaffar’, ‘the Rarity of the Age’,” in Iran
and Iranian Studies: Essays in Honor of Iraj Afshar, ed. Kambiz Eslami (Princeton: Zagros, 1998), pp. 58–73.

131 Khv§ndamÊr, \abÊb al-siyar, 3:254–55; Habibu’s-Siyar, trans. and ed. Thackston, 2:479. Mir #Ali Shir
Nava"i died a few days later. Khvandamir gives a vivid account of the impact of his death on the Herati com-
munity, describing their bereavement: “Renowned scholars cast off their turbans of dignity and wandered
perplexed, wondering with whom they would find patronage, and respected men of letters ripped their robes
of endurance, not knowing henceforth to whose assembly to go. What a hardhearted mountain it was that
did not tremble in this catastrophe!” (ibid., 2:479). The story is repeated by Hasan Beg Rumlu who describes
the meeting of Mir #Ali Shir Nava"i and Sultan Husayn Mirza. The amir needed to be held up by two men
(one of them Murvarid), his arms cast over their shoulders (\asan Beg Råmlå, AÈsan al-tav§rÊkh, p. 79).

132 Sultan Husayn Mirza granted #Ali Shir Nava"i the right to affix his seal to state documents over all the
other amirs’ seals. It came in response to his concern that he was not an amir by heredity (Subtelny, “#AlÊ
ShÊr Nav§"Ê: BahkshÊ and Beg,” p. 803). Mir #Ali Shir Nava"i expressed some concern at the impact his newly
conferred status would have on the amirs. See Khv§ndamÊr, \abÊb al-siyar, 3:159–60. To counter it, he placed
his seal so low on documents that no one could affix theirs below his.
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requirements of their profession by using a language of expression that represented the highest
level of literate performance in the court culture.133 There was no doubt that he would
best rival secretaries by penning a suitably witty rebuttal to their terse and challenging
correspondence. But Murvarid was more than a secretary; he was still being lauded years
after his death as someone accomplished in scholarship, poetry (in which he was likened
to Ahli and Hilali), ta#lÊq and nasta#lÊq calligraphy, and playing the dulcimer.134 It comes as
no surprise that his son Muhammad Mu"min was entrusted to the Safavid prince Sam Mirza
for tutoring. It shows a structure of continuity maintained by heredity (among other fac-
tors, including the transmission of knowledge through practitioners and historical-biographical
writing). In fact continuity is played out in Sam Mirza’s inspiration to compose his biogra-
phy of poets (TuÈfa-yi s§mÊ) after Mir #Ali Shir Nava"i’s Maj§lis al-naf§"is (Assemblies of Pre-
cious Things), a monumental biography of poets who flourished in the late fifteenth cen-
tury.135 Another example is Durmish Khan, Sam Mirza’s guardian, who ordered a Per-
sian translation of the Maj§lis al-naf§"is from its original Turkish (Fakhri Haravi’s Laã§"if-

n§ma).

the court circle: patrons and practitioners

Essentially the cultural activities of the Safavid court replicated those of the late Timurid
one—hardly surprising given the strong elements of continuity fostered by such elements
as literary expression in Persian, creative procedures and techniques, and living practitioners,
as well as the “propagandists” of the Timurid achievement who proclaimed the glory of
the dynasty’s courts throughout Iran, Central Asia, and India. The broader societal framework
was also nearly identical, although future analysis of this specific historical transition will
perhaps lead to further refinements. It was divided into two main classes, “Turk” and “Tajik,”
a distinction used frequently in the written sources despite its vagueness.136 “Turk” referred
to the qizilb§sh, a group of tribes (uym§q, pl. uym§q§t) whose support for Shah Isma#il had
brought the dynasty its military successes but who would ultimately threaten the stability
of the Safavid house through infighting and persistent quarrels. In Dickson’s words, the
uym§q “formed a closed group with special privileges and duties revolving mainly about
their military functions and their special proximity to the Safavid house.”137 He also notes
the elusiveness of the history of the separate uym§qs (e.g., Rumlu, Shamlu, Ustajlu, Takkalu),
emphasizing that to describe them collectively as nomadic would be incorrect given the
close proximity of many tribes to urban centers and their varying degrees of sedentarization.138

133 Contrasting secretaries of the Timurid period with those of the later Safavid period, Colin Mitchell
(“Safavid Imperial Tarassul and the Persian Insh§" Tradition,” Studia Iranica 26, 2 [1997]: 173–209, esp. 209)
writes, “the age of littérateurs dominating Persian chancelleries, where men like #Abd All§h Marv§rÊd looked
upon diplomatic correspondence as simply another forum for literary creativity, was coming to a close.”

134 MuÈammad \aydar Dughl§t, T§rÊkh-i RashÊdÊ, trans. Thackston, pp. 131–32.
135 See EI2, s. v. “S§m MÊrz§” (B. Reinert).
136 This problematic aspect of the terms “Turk” and “Tajik” is discussed by R. D. McChesney, “The Conquest

of Herat 995–6/1587–8: Sources for the Study of Safavid/Qizilbash-Shibanid-Uzbek Relations,” in Études
Safavides, ed. Jean Calmard (Paris and Tehran, 1993), pp. 69–107, esp. 74.

137 Dickson, “Shah Tahmasb and the Duel with the Uzbeks,” p. 7.
138 Ibid., pp. 6–7.
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Members of the uym§qs served primarily military functions but also held administrative
posts. “Tajik” referred to all those members of society who were not qizilb§sh, including
religious groups, intellectual communities, and the bureaucracy (both inherited and appointed
offices), the landed notables, villagers, and peasants. One of the sources of confusion in
the usage of the terms “Turk” and “Tajik” relates to military-administrative positions: the
written sources demonstrate that for appointment to such positions the two classes were
not mutually exclusive categories.139

Like Murvarid and Khvandamir/Amini before them, the later preface authors were Persian-
speaking. All were celebrated as calligraphers, and several of them worked as scribes and/
or secretaries, but they did not hold the bureaucratic positions of the sort assigned to Murvarid,
Khvandamir, and Amini. Students sought them out for tutelage in calligraphy, mainly nasta#lÊq.
Biographical accounts record such details as their court appointments and additional areas
of expertise. For example, Dust Muhammad was royal librarian, Qutb al-Din Muhammad
was a “storyteller,” and Malik Daylami was celebrated for his skill in poetry. In under-
standing a practitioner’s relationship to the court it is prudent to think of it according to a
sliding scale of formality and informality. In other words, these talented personalities could
be employed exclusively for their abilities, hired for long terms with a salaried appoint-
ment, or engaged for short-term projects that were limited in scope and for which they
would receive some financial remuneration. Work could be carried out at the court or at
some distance from it.

The one exception to the group is Shah Quli Khalifa. As a member of the aristocratic
qizilb§sh elite, his primary identification at court was through his affiliation to one of the
uym§qs, and hence as a military commander, though he held a variety of bureaucratic posts
as well (muhrd§r, ÊshÊk-§q§sÊ-b§shÊ, governor). Chronicles are replete with references to his
various activities in the service of Shah Tahmasp. He also held the position of khalÊfat al-

khulaf§". Thus, like other qizilb§sh elite, he not only participated in the court culture but
also practiced it. Our primary evidence of this is the preface that he composed for an al-
bum for Shah Tahmasp (presumably supervised by Shah Quli Khalifa), demonstrating his
literacy in Persian, and his supervision of the album’s assembly.140

The participation of qizilb§sh elite in the culture of collecting and album making at the
Safavid court is attested by Amir Husayn Beg and Amir Ghayb Beg. In his preface, Malik
Daylami refers to Amir Husayn Beg by the title “treasurer” (khiz§nad§r) and also notes that
he was the son of Amir Hasan Beg the centurion ( yåzb§shÊ).141 When his father passed away,

139 This crossing over is described by Dickson as a “lack of functional specificity” (Dickson, “Shah Tahmasb
and the Duel with the Uzbeks,” p. 9). For specific examples, see Savory, “The Principal Offices of the ‘afawid
State during the reign of Ism§#Êl I”; Aubin, “Études Safavides. I. ’§h Ism§#Êl et les Notables de l’Iraq Persan”;
and McChesney, “The Conquest of Herat.” This is another factor which questions the true nature of qizilb§sh
“originality” in the Safavid period, the ways in which the qizilb§sh altered the social and political structure of
the Timurid and Aqqoyunlu dynasties. A similar functional non-specificity is also evidenced in the late Timurid
context where non-Turkic officials could be granted the title of amir or beg and be given access to the Türk
dÊv§nÊ (responsible for Turkic or military affairs, in contradistinction to Sart dÊv§nÊ, responsible for non-Turkic
and financial affairs). See Subtelny, “#AlÊ ShÊr Nav§"Ê: BakhshÊ and Beg,” pp. 803–4.

140 Another dimension of Shah Quli Khalifa’s interests and concerns is shown by his having had the ‘afvat
al-ßaf§" translated from Persian into Turkish. See Morton, “The Chåb-i •arÊq and Qizilb§sh Ritual in Per-
sia,” p. 228.

141 Iskandar Beg Munshi writes, “The chief of the Ost§jlå emirs at court was \oseyn Beg the centurion,
son of \asan Beg. \oseyn Beg held the status of emir in place of his uncle, Naíar Sultan; he was appointed
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Shah Tahmasp had conferred upon him all of his father’s “offices, possessions, and serv-
ants.” Malik Daylami also dwells on Amir Husayn Beg’s participation at cultural gather-
ings where he conversed on the subject of calligraphy and copied nasta#lÊq, practicing its
rules (al-qav§"id) and reaping its benefits (al-fav§"id) to such good effect that he “caused as-
tonishment in men of experience.”142 Amir Husayn Beg patronized Malik Daylami as well
as Muzaffar #Ali, a relative of Bihzad.

Mir Sayyid Ahmad composed the preface for Amir Ghayb Beg’s album, and though he
makes scant mention of his patron, information about Amir Ghayb Beg is augmented by
numerous references in contemporary histories.143 He is mentioned in connection with various
military maneuvers, mainly on the western front, where the Safavids faced repeated at-
tacks from their Ottoman neighbors.144 The most interesting aspect of this group’s patron-
age of albums, and presumably of the arts of the book, lies not in their involvement per
se—although the cultural prerogatives of this non-royal group merit further study145 —but
rather in the complex social dynamic that their participation highlights. It may be the case
that their involvement in cultural activities acquired a new aspect in those years of Shah
Tahmasp’s growing indifference to painting, from the mid-1540’s onward, when they were
able to attract top-notch practitioners who would otherwise have devoted their energies
exclusively to royal patronage. Other patrons of the royal house, including Bahram Mirza
and Ibrahim Mirza, similarly benefited. Be that as it may, engagement in the arts of cal-
ligraphy and depiction extended beyond the shah and his immediate family to the high-
ranking officers of the court.

Although the details of the relationships between these people evade us, mainly because
the textual record rarely mentions intimate experiences or the details of daily life at the

guardian to Sultan Moßãaf§ MÊrz§ and acquired great power and political influence” (Iskandar Beg MunshÊ,
History of Shah #Abb§s the Great, trans. Savory, 1:223). Numerous other references are made to Husayn Beg in
Iskandar Beg Munshi’s history, listing the viziers who served him, a party he held at his house for Prince
Sultan Husayn (appointed to his guardianship), his patronage of the calligrapher Mawlana #Abd al-Jabbar
Astarabadi, his support of Sultan Haydar, the looting of his house following the failure of the pro-Haydar
faction, and his subsequent imprisonment under Shah Isma#il II. He died of dysentery in jail. Based on Iskandar
Beg Munshi’s references to Husayn Beg, he would also appear to have held the rank of yåzb§shÊ. The earlier
Safavid source, #Abdi Beg Shirazi, Takmilat al-akhb§r (p. 117), makes scant reference to Amir Husayn Beg, but
several to his father Amir Hasan Beg (ibid., pp. 80, 83, 114, 116). #Abdi Beg Shirazi identifies Amir Hasan
Beg’s brother as Habib Beg Ustajlu. Several references to his father, Hasan Beg “Yuzbashi,” are made in
Hasan Beg Rumlu’s AÈsan al-tav§rÊkh. See \asan Beg Råmlå, Chronicle of the Early ‘afawis, trans. Seddon, pp.
156 and 178–79.

142 måjib-i Èayrat-i arb§b-i khibrat mÊ-shåd.
143 References to Amir Ghayb Beg Ustajlu are made by Hasan Beg Rumlu. See \asan Beg Råmlå, AÈsan

al-tav§rÊkh, pp. 425, 448, 465, 484, 524, 534, 551, 561, 563, and 579; and idem, Chronicle of the Early ‘afawis,
trans. Seddon, pp. 164, 167, 179. Also see Iskandar Beg MunshÊ, History of Shah #Abb§s the Great, 1:179, 187,
190, and 261. Iskandar Beg Munshi identifies him as a governor of Damghan and also of Bistam, while Hasan
Beg Rumlu identifies him as governor of Tabriz in 966 (1558–59).

144 The only reference to him in #Abdi Beg Shirazi, Takmilat al-akhb§r, is as governor (È§kim) of Mashhad in
972 (1564–65), when Herat was also under his control (ibid., p. 125).

145 Other members of the non-royal patronage group include Shah Tahmasp’s grand vizier, Qazi Jahan
(served until 1550), although it is not possible to identify specific manuscripts with his patronage. For other
sixteenth-century non-royal patrons, including Turkman and Tajik, see Anthony Welch, Artists for the Shah:
Late Sixteenth Century Painting at the Imperial Court of Iran (New Haven and London: Yale University Press, 1976),
pp. 171–75. Perhaps the best-known qizilb§sh practitioner of the arts (active during the late sixteenth through
early seventeenth centuries) is Sadiqi Beg Afshar. For discussion of qizilb§sh involvement in the arts, see Roger
M. Savory, “The Qizilbash, Education and the Arts,” Turcica 6 (1975): 168–76.
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court,146 it is possible to outline the main aspects of the social setting in which album mak-
ing and preface composition went on. An album project created a context of performance
for the compiler in much the same way as a poet was called upon to invent and recite
poetry at a court gathering (majlis). Album compilation was in itself regarded as a kind of
authorship, as the compiler was responsible for recontextualizing a mass of loose materials
and of transforming it into a coherent whole. Drawing on his extensive skill, creativity,
and knowledge, the compiler would try to make a fitting album. When we examine the
group of authors and album recipients, it is evident that album production created a nexus
of participants, a context in which ethnic and social differences might be temporarily bridged
by those qualities—individual merit, talent, and a range of competencies within a cultural
tradition—shared by all members of the group.

Although it is not possible to determine the specific nature of relationships between all
the figures involved, some comprehension can be reached through the written sources.
Chronicles mention the transaction of official business—particularly military and diplomatic
actions—that brought Prince Bahram Mirza together with Shah Quli Khalifa. The latter
in particular seems to have had an especially close relationship to the royal house through
the various services he performed, particularly his position as ÊshÊk-§q§sÊ-b§shÊ which gave
him access to the shah’s private quarters and an important position at audiences.147 These
and numerous other occasions and connections generated intimacy.

Achievement in the arts, especially in calligraphy, was so valued by the ruling elite that
its members sought tutelage from calligraphers like Dust Muhammad and Malik Daylami.
Dust Muhammad taught Princess Sultanum, daughter of Isma#il and sister of Bahram Mirza
and Shah Tahmasp; two of her calligraphies are mounted in Bahram Mirza’s album. Malik
Daylami taught Prince Ibrahim Mirza, son of Bahram Mirza. Muhammad Mu"min, the
son of Murvarid, taught Sam Mirza.148 Rustam #Ali taught Bahram Mirza.149 As mentioned
above, Malik Daylami comments on Amir Husayn Beg’s patronage of him as well as of
the artist Muzaffar #Ali, and writes that Amir Husayn Beg himself practiced nasta#lÊq calli-
graphy. Another courtier, Muhammad Haydar Dughlat informs us that in painting he was
the student of Mawlana Darvish Muhammad, who was in turn a student of Shah Muzaffar.150

Such informal relations provided contacts between members of the ruling house, their
courtiers, and those practitioners who worked for them as scribes, calligraphers, and li-

146 With the very important exceptions of two sixteenth-century texts, comparable in form to memoirs:
£§hir al-DÊn MuÈammad B§bur, B§burn§ma; and Zayn al-DÊn MaÈmåd V§ßifÊ HaravÊ, Bad§"i# al-vaq§"i#, ed.
A. N. Boldyrev, 2 vols. (Tehran: Buny§d Farhang-i ^r§n, 1349/1972). From these texts we gain some feeling
for the daily life and events at royal courts. For a distillation of some of these, excerpted from Vasifi, see
Subtelny, “Art and Politics,” pp. 121–48; and idem, “Scenes from the Literary Life of Timurid Herat,” in
Logos Islamikos: Studia Islamica in honorem Georgii Michaelis Wickens, ed. Roger Savory and Dionisius A. Agius,
Papers in Medieval Studies 6 (Toronto: Pontifical Institute of Medieval Studies, 1984), pp. 137–55.

147 In this respect the Safavid post of ÊshÊk-§q§sÊ-b§shÊ was comparable to the Ottoman kapÌcÌbaâÌ who as
chief gatekeeper guarded the royal quarters and similarly had an important role in the commissioning of royal
manuscripts, acting as the sultan’s intermediary.

148 See Roemer, Staatsschreiben der Timuridenzeit, p. 23. Sam Mirza notes this himself in his biographical notice
for Muhammad Mu"min (TuÈfa-yi S§mÊ, ed. DastgirdÊ, p. 66). The same affiliation is recorded in Khv§ndamÊr,
T§rÊkh-i Sh§h Ism§#Êl va Sh§h •ahm§sp-i ‘afavÊ: Zayl-i T§rÊkh-i \abÊb al-Siyar, ed. MuÈammad #AlÊ Jarr§hÊ (Tehran:
Nashr-i Gustarah, 1991), p. 119.

149 As Budaq Munshi Qazvini informs us (Jav§hir al-akhb§r, fol. 110).
150 MuÈammad \aydar Dughl§t, T§rÊkh-i rashÊdÊ, trans. Thackston, p. 131.
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brarians. References in the sources suggest that courtiers—calligraphers and artists included
among them—could even become intimates or boon companions (muqarrab, ichki, nadÊm) of
the ruler with access to court assemblies. For example, in a well-known statement, Iskandar
Beg Munshi makes Shah Tahmasp a student of the painter Sultan Muhammad and refers
to the shah’s general involvement with painters and painting: “$q§ MÊrak Ißfah§nÊ, an eminent
sayyid and outstanding artist, became the Sh§h’s personal friend and intimate companion.
Whenever the Sh§h could relax from the affairs of state, he spent his time painting.”151

Dust Muhammad also describes Aqa Mirak as an intimate of Shah Tahmasp and writes
that another contemporary, Ustad Kamal al-Din #Abd al-Vahhab, was excellent as an in-
timate companion.152 All of these references suggest that painting and drawing were ac-
tivities of the innermost court circle of intimates.153

Paintings bound into Bahram Mirza’s album offer evidence not only of Shah Tahmasp’s
handiwork but also of Bahram Mirza’s. Two of the album’s paintings—depictions of two
seated courtly figures—are attributed to Bahram Mirza in Dust Muhammad’s captions. In
composing his preface, moreover, Dust Muhammad drew a parallel between the Safavid
and early Timurid courts by inserting an anecdote that centered on how Prince Baysunghur
treated his painter Amir Khalil in the wake of a serious breach of courtly conduct. The
story constituted a historical precedent for the artist’s status and place at the court, while
the paintings by Shah Tahmasp and Bahram Mirza offered evidence of their endeavors in
the art of depiction.

Details gleaned from the prefaces and a variety of contemporary sources illustrate the
interconnectedness of a social group in which calligraphy, paintings, and drawings were
made, collected, and then mounted into albums. The sources also highlight an overlap-
ping of expertise that we might otherwise think belonged in separate spheres. The partici-
pants’ diverse competencies established a common ground between the court and its cul-
tural activities and the venues of scribal culture, literary culture, and the making of art.
Thus, the album embodies a project where social distinctions could be transcended.

THE RISE OF ART HISTORIOGRAPHIC LITERATURE

More album prefaces were composed during the first century of Safavid rule than at any
other time. When the number is combined with technical treatises and miscellaneous ref-
erences to art and its practitioners in a broad range of texts, the resulting corpus shows the
degree to which the history and practice of art were on the minds of practitioners and patrons
alike.

151 Iskandar Beg MunshÊ, History of Shah #Abb§s the Great, trans. Savory, 1:270. A segment from Hasan Beg
Rumlu’s AÈsan al-tav§rÊkh regarding Shah Tahmasp’s activities in his youth is also illuminating in this regard:
“In his youth his heart inclined to writing and drawing. And later he would ride Egyptian asses, on which he
put golden saddles, and coats of gold embroidery, so that ‘Båqu’l-#ishq’ wrote that writers and painters, and
QazwÊnÊs and asses, flourished without trouble” (\asan Beg Råmlå, Chronicle of the Early ‘afawÊs, trans. Seddon,
p. 208).

152 dar nadÊmÊ bÊ-ham-b§z ast.
153 An important parallel is offered by the Ottoman setting. The painter Nigari was a boon companion

(nadÊm) of Sultan Selim II and Nakkash Hasan Pasha belonged to the sultan’s privy chamber (personal com-
munication Gülru NecipoÅlu).
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Pre-Safavid album-preface writing does not diminish the impression that historiography
reached a high point in the sixteenth century. Murvarid and Khvandamir/Amini’s pref-
aces provide evidence for the genre’s beginnings in the final years of the fifteenth century.
A search through the textual materials found in late-fifteenth-century insh§" manuals, how-
ever, did not turn up any additional examples, though the insh§’ are where prefaces were
likely to survive, given the absence of extant albums compiled during that period. The
importance of Murvarid and Khvandamir/Amini’s prefaces, however, is made manifest
by comparing them to later Safavid prefaces. Such a comparison reveals filiations of genre,
not surprising given that the cultural network supported by the Timurids, including the
visual and literary arts, led to the codification of practices and aesthetics as well as to the
definition of canons, especially through the compilation of biographical works.

These brief observations about the chronological development of preface composition
raise some critical questions, which are nearly impossible to answer with absolute certainty.
The first concerns the practice of recording the names of artists and calligraphers in pref-
aces, a practice that arose shortly after the inclusion of biographical notices (tazkira) in his-
tories. Late-fifteenth-century histories, like Khvandamir’s \abÊb al-siyar, include biographies
organized according to profession at the end of the historical narratives in which the key
events of a given rulers’ reign are described. Thus, after the events in the reign of Sultan
Husayn Mirza, Khvandamir introduces notices for a host of calligraphers, painters, draftsmen,
and illuminators. Patched together from comments on their family background, place of
origin, areas of expertise, and avocations, the short biographical notices offer the earliest
examples comparable to those found in album prefaces of the sixteenth century. Notices
about artists and calligraphers increase in frequency throughout the century. If we exam-
ine Khvandamir’s text for the regnal periods of the fourteenth and the first half of the fif-
teenth century, we find that the biographies focus on members of the religious class (judges,
shaykhs, members of the ulema, sayyids), bureaucrats (viziers, ßadrs, scribes), scholars, poets,
and sometimes calligraphers.

This practice continues throughout the sixteenth century: biographical notices of cal-
ligraphers and painters are included in the histories of Hasan Beg Rumlu (AÈsan al-tav§rÊkh),154

Budaq Munshi Qazvini (Jav§hir al-akhb§r),155 Iskandar Beg Munshi (T§rÊkh-i #§lam§r§"-yi

#abb§sÊ ),156 and Qazi Ahmad (Khul§ßat al-tav§rÊkh, The Conclusion of History),157 continuing
the practice first discernable in Khvandamir. Biographical notices and miscellaneous ref-
erences also abound in the memoirs of Babur and Muhammad Haydar Dughlat.158 Refer-
ences to the practices of painting, drawing, designing, illuminating, découpage, and binding
are also mentioned in such sources as Sam Mirza’s biography of poets, the TuÈfa-yi s§mÊ.

This new emphasis on the artist introduced in the late fifteenth century, as evidenced by
the habit of recording a list of makers and their achievements, is usually understood as
reflecting a change in status and a new kind of recognition, but not necessarily an improvement
in financial or social condition.159 To support this interpretation, evidence of an increased

154 \asan Beg Råmlå, AÈsan al-tav§rÊkh, pp. 183–86; trans. Seddon, Chronicle of the Early ‘afawÊs, pp. 65–67.
155 Ms. copied in 1576, State Public Library, St. Petersburg, Dorn 288.
156 Iskandar Beg MunshÊ, History of Shah #Abbas the Great, trans. Savory, 1:266–74.
157 Q§îÊ AÈmad, Khul§ßat al-tav§rÊkh, ed. IÈs§n Ishr§qÊ, 2 vols. (Tehran: Intish§r§t-i D§nishg§h-i Tehran).
158 MuÈammad \aydar Dughl§t, T§rÊkh-i rashÊdÊ, trans. Thackston, pp. 128–31.
159 Subtelny noted the phenomenon of artists like Bihzad who “now for the first time in a hitherto name-
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rate of signed work in the latter half of the fifteenth century is marshaled—signing his name
being taken as a prime indication of the artist’s new prominence. If this line of argument
is inspected more closely, however, it seems an inconclusive form of evidence.

The evidentiary nature of an increase in signed works in the late fifteenth century is dif-
ficult to test because artistic production had changed by that time. Artists were producing
many more single-sheet works (paintings and drawings), as calligraphers had for some time
before them, and we may surmise that this increasingly used format offered the individual
artist a different set of possibilities. One of these possibilities may have been to emphasize
personal achievement in a way that had not been possible in the collaborative effort of
manuscript painting. It is even possible to argue that a basic principle of manuscript paint-
ing was the removal, even the suppression, of idiosyncratic elements to ensure harmony of
style, since the process of execution enlisted so many practitioners that it could otherwise
easily result in stylistic cacophony. It is hardly surprising then that signatures are found so
rarely in the context of the book. When there is a name on a painting, it possibly refers to
the principal designer who supervised its composition and who provided designs for its separate
compositional units.160

A number of textual references and objects made in the early years of the fifteenth cen-
tury offer tantalizing indications that there was a historical concept of art and its makers
and a consciousness of a tradition to which Timurid artists and patrons fell heir. A history
of art, albeit unwritten but with which the Timurids were actively engaged, is especially
evident for calligraphy and calligraphers. For example, an album assembled for Baysunghur
b. Shahrukh b. Timur between ca. 1427 and 1433 is defined by pedagogy (it contains speci-
mens by Yaqut al-Musta#simi and six of his students), script (the six scripts), and the tex-
tual content of the calligraphers’ specimens (pre-Islamic and Islamic wise sayings).161 A second
album assembled during the reign of Shahrukh (r. 1409–47), Baysunghur’s father, contains
a massive array of calligraphies spanning the period between the late thirteenth and early
fifteenth centuries.162 The longer chronological span establishes a connection between cal-
ligraphers active during the Timurid period and in the late thirteenth and fourteenth cen-
turies. Like Baysunghur’s album, this second calligraphy album is focused on Yaqut al-
Musta#simi’s achievement and calligraphic legacy.

Also from the early Timurid period is the #Arîad§sht, a document that informs an un-
identified patron, most likely Baysunghur, of the status of projects in the kit§bkh§na.163 This

less Islamic art adorned their own compositions with some regularity and were recorded in the histories and
biographical compilations of the period, thus conferring on their profession a status traditionally reserved for
calligraphers” (“Art and Politics,” p. 125). Bernard O’Kane (Timurid Architecture in Khurasan [Costa Mesa, Calif.:
Mazda, 1987], p. 41, n. 103) observes a similar change in architecture, drawing a comparison between the
incidence of “signatures” in the Seljuq and Mongol and the Timurid periods. Balancing factors of survival
and a shorter timeframe into his analysis, O’Kane concludes that the increased frequency of signatures dur-
ing the Timurid period “certainly reflects the growing prestige of the craftsman and calligrapher.”

160 Scholars have assumed that signatures in paintings mark execution by a single artist as a kind of masterwork.
I address the problems with this idea and their assumptions in “Kamal al-Din Bihzad and Authorship in Persianate
Painting.”

161 Istanbul, TSK, H. 2310.
162 Istanbul, TSK, B. 411.
163 A facsimile of the document, with accompanying transcription and commentary, was published by AÈmad

P§rs§ Quds, “Sanad-Ê marbåã ba fa#§liyyas§-yi hunarÊ-i dawra-yi TÊmårÊ dar kit§bkh§na-yi BaysunghurÊ-yi
Har§t,” Hunar va mardum 175 (1977): 42–50. For English translation, see Lentz and Lowry, Timur and the Princely
Vision, app. 1, trans. Thackston.
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document lists numerous works in progress, including manuscripts (with reports on the specific
details of illustrations, illuminations, and bindings), portable objects, buildings and gardens,
as well as tent fabrics and painted tent poles. The range of media and contexts illustrates
the diversity of the projects undertaken and supervised by the practitioners of the kit§bkh§na.
Throughout, artists are named as working on particular projects, indicating a degree of
specialization. One project refers to a design for a saddle made by Mir Dawlatyar. Khvaja
Mir Hasan first copied the design, and his son Mir Shams al-Din and Ustad Dawlat Khvaja
executed it in mother-of-pearl. The reference corroborates one aspect of the workshop’s
creative method adduced from extant works, that is, the use of models—either completed
works or designs on paper—as a source. A third Timurid-period album, named after Baysun-
ghur because of the vast array of materials that correspond to his lifespan and result from
some of his specific commissions, contains drawings in varying degrees of completion as
well as paintings.164 Many of the album’s paintings and drawings date to the fourteenth
century, expanding the chronological range of the album’s materials.

The three albums and textual references from the early Timurid period165 give us suffi-
cient cause to reassess notions of the consciousness of an art tradition and the artist’s sta-
tus. Still at issue is whether or not the practice of recording biographies—particularly of
painters—at this time did or did not represent a fundamental shift in the artist’s status or a
recognition that a history of art existed. As the preeminent form of artistic expression, cal-
ligraphy’s masters and the history of the practice of writing had for a long time been re-
corded. In the late fifteenth century, the first attempts were made to arrange references to
artists into a sequence of aesthetic affiliation and stylistic filiation, a history, albeit one not
quite as complete or as seamless in its construction as that of calligraphy.

In analyzing the accelerated impulse to write down biographies and to link these together
to form professional histories, is it possible to suggest other sociocultural factors? What
provided the impetus to record the names of art practitioners, to assess their relative merit,
and to write about the origins of the artistic tradition? Is it possible to explain the rise of
historiographic literature in the early Safavid period, a tradition that had no complete parallels
before or after? The causes that prompted the inclusion of biographies in prefaces and else-
where cannot be attributed to a single factor. Nor can their inclusion be explained by a
single catalytic event, a line of argument that would be overly reductive in any case. The
flaws inherent in the teleological approach, spanning the Timurid through the Safavid periods,
are revealed by the instability inherent in a single class of evidence, e.g., the increasing
frequency of the artist’s use of the single sheet. The rate of signing is not uniform because
the factors that encouraged it are variable.

Part of the explanation resides in the constitution of the court and the involvement of its
practitioners and patrons who shared particular interests and avocations. By the late fif-
teenth century, biographies of poets give a clear impression of what made the cultured man
and what pursuits were valued. Key among the biographies is Mir #Ali Shir Nava"i’s Maj§lis

al-naf§"is, translated into Persian in 927 (1520–21) by Fakhri b. Amiri Haravi (under the
title Laã§"if-n§ma, Book of Graces). Sam Mirza’s biography of poets, TuÈfa-yi s§mÊ (completed

164 Istanbul, TSK, H. 2152.
165 There are still more sources to examine, for example, documents relating to artists found in insh§" manuals.



chapter two50

before 1560–61), modeled after Mir #Ali Shir Nava"i’s volume, is equally informative about
the value given to specific cultural pursuits.

Squarely in the Safavid period, and contemporary to the album prefaces of the mid century,
Sam Mirza introduced his cast of creative personalities as poets, first and foremost. He
records places of birth and parentage and cites selected verses from the poet’s output. In
his sketches of poets, he never fails to mention other avocations for which they were re-
nowned. In one place, Sam Mirza refers to them as “arts of virtue/excellence” ( funån-i

faî§"il).166 Foremost among such arts were poetry and literary ability, calligraphy, and insh§".
In referring to calligraphy, Sam Mirza often identifies a specific script (e.g., nasta#lÊq, ta#lÊq)
in which the poet excelled, or one that the poet had invented.167 Mawlana Shah Mahmud
is identified as a master of nasta#lÊq and student of #Abdi, and #Abdi as a student of Sultan
#Ali Mashhadi.168 In the case of Anisi,169 his nasta#lÊq was so good that people considered it
equal to Sultan #Ali Mashhadi. Today we think of these figures primarily as calligraphers.
Sam Mirza also refers to painters who were poets, including Mir #Abd al-Samad (a master
of naqq§sh, taßvÊr, and tazhÊb),170 Aqa Mirak Naqqash (in the service of Shah Tahmasp and
master of ãarr§ÈÊ and taßvÊr),171 Malik Qasim,172 Qadimi Naqqash,173 Hafiz Charkin,174 Vassali
Tabrizi,175 and Nabati Tabrizi.176 Some of them were painters by profession.

Another professional group included those employed in the chancellery or who possessed
sufficient skill to take up those ranks if need be. Thus, many figures are praised for their
erudition in insh§", a skill useful outside the chancellery, since it involved a mastery of com-
position useful in numerous venues.177 Still other avocations are mentioned by Sam Mirza.
Mir Ibrahim Qanuni specialized in calligraphy (khaãã), harp (q§nån), and songs (naghm§t);178

Mir Sana#i in the science of prosody (#ilm-i #aråî), calligraphy, social grace (adab), and con-
versation (muÈ§var§t);179 Mulla Ibrahim in calligraphy, music (musÊqÊ), and riddles (mu#amm§).180

The artist Malik Qasim is praised for the fact that he wrote well in all scripts, for his insh§",
riddles, and prosody (#aråî).181

The widened professionalization of poetry evidenced in Sam Mirza and in the earlier
biography of Mir #Ali Shir Nava"i182 is matched by a broadening in the practice of paint-

166 It appears in the notice about #Abd Allah Shihabi (S§m MÊrz§, TuÈfa-yi s§mÊ, ed. DastgirdÊ, p. 136).
167 He refers to two inventions: Majnun Chapnivis who invented tu§m§n; and Mulla Jan Kashi who in-

vented shikasta-basta (S§m MÊrz§, TuÈfa-yi s§mÊ, ed. DastgirdÊ, pp. 84–85, and 156).
168 Ibid., p. 81.
169 Ibid.
170 Ibid., p. 39.
171 Ibid., p. 47.
172 Ibid., p. 68. Referred to by the term mußavvir.
173 Ibid., p. 138. Referred to by the term mußavvir.
174 Ibid., p. 84. Made numerous designs (naqshh§) and paintings (ßårath§).
175 Ibid., p. 143. Employed in making designs (naqshh§) and literary compositions (k§rh§-yi taßnÊf ).
176 Ibid., p. 145. Sam Mirza notes that he spent some time in design (naqq§shÊ) and washing lapis lazuli

(l§jvard shå"Ê) to prepare the material for pigment production.
177 For example, Sayyid Husayn Va#iz (ibid., p. 42), Maqsud Beg (p. 60), Malik Qasim (p. 68), and #Abd

Allah Shihabi (p. 136). And facility with insh§" is implicit for others, for example, Murvarid (pp. 63–66),
Muhammad Mu"min (pp. 66–67), and Mawlana Ibrahim Astarabadi (p. 82).

178 Ibid., p. 46.
179 Ibid., p. 48.
180 Ibid., p. 82.
181 Ibid., p. 68.
182 Yarshater observes the broadening class origin among poets recorded in the late fifteenth century: “Among
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ing, attested also by direct princely involvement in this and other art forms (e.g., découpage)
during the sixteenth century. It was a practice no longer confined to the ranks of the pro-
fessional painter. Moreover, as the concept of the cultural persona developed throughout
the late fifteenth century to encompass poetry, good handwriting, verbal acumen (insh§",
prosody, riddles), and social graces, individuals had to have a variety of skills. It was a
sociocultural context in which versatility and virtuosity were of paramount importance, and
painting seems to have had an unquestioned place in it. The impetus to record the names
of artists and the history and origins of practice surely stemmed from this overlapping com-
petence and from the practice’s deprofessionalization when it also became a princely pur-
suit. In essence, this broadening of the practice resulted in the incorporation of the arts of
depiction into historical and biographical literature whose composition had hitherto been
the preserve of the literati and which were not composed by individuals whose primary
occupation was making art. Because painting and the allied practices of the arts of the book
acquired a new visibility in the eyes of the cultural arbiters, many of them extended their
power to shape aesthetics and define canons by mentioning artists in their biographical
and historical works.

Other independent factors played a role in this historical constellation, for example, the
emergence of the album form and the long tradition of composing prefaces to introduce a
work. The history of the preface form in other literary contexts had often involved the iden-
tification of key practitioners, so the logic of listing the names of calligraphers and artists
probably seemed self-evident. A second factor was the tightly knit, integrated community
of practitioners and patrons and those sociocultural venues where they were brought to-
gether. A third factor was the critical mass of cultural production inherited and maintained
by the Safavids. Each one of these forces figured in the album, which not only contained
the products of creative performance, memorializing those performances and their makers,
but brought calligraphies, paintings and drawings together for scrutiny and discussion in
the social context in which many of them had originally been produced, making them
socially self-reflexive objects.

the vast number of practitioners of this art were not only professional poets for whom the Timurid and Türkmen
courts vied, but also poets of humble birth and lowly profession. MÊr #AlÊ ShÊr mentions poets who were pot-
ters, drum-players, spinners, tent-makers, bag-sweepers, binders, and simple soldiers. He even characterizes
two poets as #§mÊ or illiterate” (Ehsan Yarshater, “Persian Poetry in the Timurid and Safavid Periods,” in The
Cambridge History of Iran, vol. 6, The Timurid and Safavid Periods, ed. Peter Jackson and Laurence Lockhart [Cam-
bridge: Cambridge University Press, 1986], pp. 965–94, esp. p. 980).
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CHAPTER THREE

COMPOSITION AND CONTEXT

Most album prefaces mention the patron who issued the order for the album and the per-
son charged with its compilation, but there seems to have been no uniform model of pro-
duction. In some cases—for example, the Bahram Mirza album and the Shah Tahmasp
album—the author of the preface also functioned as album compiler. In others—for ex-
ample, the album assembled by Bihzad, and those commissioned by Amir Ghayb Beg and
Amir Husayn Beg—the preface author was not named as being the compiler, although he
may have participated in what amounted to a collaborative process of production. What
emerges is that the patronage structure that lay behind an album’s production was extremely
complex, particularly the role played by the patron. It is important further to refine the
concept of the patron. Several prefaces suggest that the album was commissioned by a patron
to hold materials he had collected. Equally possible is that some albums contained materi-
als acquired by the album compiler not owned by the patron. Still another possibility is
that the album was commissioned and then given to someone else who had neither col-
lected its materials or been involved in its production. After the album had been ordered,
he could be involved in its production or hand that responsibility over to the person he
had chosen to write the preface. Only two prefaces, Mir Sayyid Ahmad’s for Amir Ghayb
Beg and Malik Daylami’s for Amir Husayn Beg, directly mention the patron’s involvement
in the album’s production. Although it is not always clear how active this involvement was,
the features of some albums suggest that individuals entrusted with their compilation en-
joyed a fair degree of latitude. This is especially true in the case of the albums made for
Bahram Mirza and Shah Tahmasp.

This last scenario runs against most patronage models adduced by scholars of Persianate
art, which tend to see the patron’s role as that of arbiter in the description of, and refine-
ments to, the specifications of a commission, despite the lack of clear statements that might
support such a role. Emphasis on the patron results from an uncritical acceptance of the
official historiographic and biographic sources that stress the patron’s knowledge, insight,
and vision in all things cultural. Paradigms tend to replicate these portrayals,1 and there
is, of course, an element of truth in all of them—princely patrons did compose poetry and
learn calligraphy,2 and some even took up the brush to paint, as examples of paintings in
albums signed by princely figures attest. When we try to imagine how this patron-focused
decision process might have worked, especially considering all the instructions, precise
descriptions, innumerable approvals, and disapprovals that would have been needed as the
specifications for the project developed, we end up with a rather cumbersome result.

1 In early studies of painting and the arts of the book scholars favored the historical patron. In this way
early scholars, who were often collectors and dealers, were able to establish connections between the refined
connoisseur of the past and present, thereby confirming the modern collector’s social status. This link was
first suggested by Lowry and Nemazee, A Jeweler’s Eye, p. 41.

2 Although some scholars question the authorship of these productions, mainly in poetry. See V. Minorsky,
“Jih§n-Sh§h Qara Qoyunlu and His Poetry,” Bulletin of the School of Oriental and African Studies 16 (1954): 271–
97; esp. 283.
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Contemporary book production offers a plausible alternative model. Under the direc-
tion of a controlling figure, a group of practitioners, some of them specialists in techniques
such as illumination, ruling, and pigment preparation, worked under the album compiler.3

Shorthand commands and directives among this network of experienced practitioners were
readily understood. Such a framework could easily follow the patron’s directives and
desiderata.4

COMPOSING THE PREFACE, MAKING THE ALBUM

The compiler’s task was to supervise the transformation of a loose collection of hetero-
geneous material into an arranged and ornamented whole. The preface stood at the be-
ginning of the album to praise it and to introduce the collection and perhaps also to gloss
its contents, albeit selectively, by introducing the important practitioners whose works might
be represented in the album proper.

The album compiler composed the preface and album in the hope that the end result
would satisfy, delight, and perhaps even surprise the recipient as he became reacquainted
with his collected materials enhanced through techniques of decoration and processes of
recontextualization. Discussions about the album may have occurred at intermediary stages
in the process of its compilation; if not, we may surmise that the maker was greatly trusted
by the patron/collector. It is also clear that the album could deliver a personal charge either
through biographical associations attached to particular objects as experiential residue (a
feature of all collections), content (e.g., portraiture), and other forms of visual and textual
address. Although painting had occupied a prominent role in the spectrum of courtly pro-
duction since the late fourteenth century and was clearly valued, seeing images outside a
text-dominated domain emphasized aspects of the perceptual relationship between viewer
and image that had been inherent in the book.

Changes in the interaction between viewer and image, brought about by the increased
production of the single page in the late fifteenth century and of the album resided in the
charges accruing in the image, through its social associations and its specific context of

3 This model derives in part from one developed by Simpson in her study of the Haft Awrang of Jami made
for the Safavid prince Ibrahim Mirza (Sultan Ibrahim Mirza’s Haft Awrang). Constructed around the significance
of the term kit§bkh§na, Simpson’s analysis of the manuscript initiated debate about the circumstances and
mechanisms of manuscript production from the internal evidence of the Haft Awrang. Its dated colophons and
the many calligraphers and places of copying involved showed how some manuscripts could be made piece-
meal in different centers and over several years and then brought together and completed in some temporary
“institution.” For a short version of this argument, see Marianna Shreve Simpson, “The Making of Manu-
scripts and the Workings of the Kitab-khana in Safavid Iran,” in The Artist’s Workshop, ed. Peter M. Lukehart,
Studies in the History of Art 38 (Washington, D.C.: National Gallery of Art, 1993), pp. 104–21.

4 And thus like the commissioning of historical works where the patron served as a programmer and the
historian as an executor. A good example is the reference in Qazvini’s Lubb al-tav§rÊkh (composed for Bahram
Mirza) to Timurid prince Ibrahim Sultan’s commissioning of a history from Sharaf al-Din #Ali Yazdi. The
patron could also issue general directives about the literary style of the work, its scope and content. A cross-
cultural paradigm is the Italian Renaissance context in which labor was divided between a programmer and
executor. See Martin Kemp, “From ‘Mimesis’ to ‘Fantasia’: The Quattrocento Vocabulary of Creation, In-
spiration and Genius in the Visual Arts,” Viator: Medieval and Renaissance Studies 8 (1977): 347–98; esp. 358.
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exposure and use. By its mobility, the single-page image (painting or drawing) allowed for
an expansion in the social contexts for viewing. Less ambitious and less labor intensive,
these single pages could be made speculatively for ad hoc purposes, such as gift-giving,
and could presumably be tailor-made for specific occasions.

Instructive with regard to the personal associations attached to the contents of the album
is Qazi Ahmad’s account of the fate of an album of Prince Ibrahim Mirza (d. 1577),5 son
of Bahram Mirza. After a description of the album and an encomium to it, Qazi Ahmad
writes:

This album, with other treasures, fell to the lot of the late Princess Gauhar-Sulã§n kh§num,
one of the daughters of the late Shah Tahm§sp, at the moment of the wedding of that shining
luminary with Ibr§hÊm-mÊrz§. When the latter was killed, she washed out the album with water,
although no one had seen a similar one and its price was tantamount to the khar§j [land tax]
of a whole clime.6

Another manuscript recension of Qazi Ahmad’s treatise provides a motive for the widow’s
act, to wit, “that it should not fall under the eyes of Sh§h Ism§#Êl.”7

This reference to Ibrahim Mirza’s album and the associations of some materials bound
into it point to an equation formed between object and owner, suggesting again that the
relationship between album compiler and patron was an intimate and trusting one. It had
all the potential for restructuring or securing relationships as a contract of service and per-
formance and hence for strengthening bonds. Album making might be understood as one
of many available forms of courtly socialization in the sixteenth century.

The album prefaces have many features in common, including the set of topics usually
addressed. One topic is the inception of the project—why and how the album came to
be—although the authors only hint at the processes of album making through oblique ref-
erences to “organizing” (tarkÊb) and “arranging” (tartÊb num§yad) an album, and “ornament-
ing” (tazyÊn) its contents and folios. Understanding the implications of these terms is only
possible through the examination of each album’s structure and the arrangement of its for-
merly independent materials into unified assemblages on single pages. This unified assem-
bly is achieved through processes of addition and augmentation (by illumination, rulings,
colored grounds, the repair of damaged and abraded surfaces), and/or subtraction (the
removal of interlinear strips of unused paper in calligraphies, the trimming, resizing, and
reshaping of paintings, calligraphies and drawings).

It is only possible to analyze the relationship of a preface to its album by using specific
examples. The two absolute exceptions are the prefaces of Murvarid and Khvandamir/
Amini, for they come down to us without the album that they presumably once accompa-
nied.8 Although there is no way to be sure, the internal evidence of Murvarid’s preface

5 On aspects of Ibrahim Mirza’s vita, including the problem of determining his date of birth, see Farhad
and Simpson, “Sources for the Study of Safavid Painting and Patronage,” esp. pp. 287–88.

6 Q§îÊ AÈmad, Gulist§n-i hunar, pp. 143–44; trans. Minorsky, Calligraphers and Painters, pp. 183–84.
7 §n muraqqa# r§ ba-§b kashÊd ki ba-naíar-i Sh§h Ism§#Êl na-rasad. Minorsky informs us of this textual variant in

a note (ibid., p. 184, n. 648). This segment of text is included in Khvansari’s edition of Qazi Ahmad’s Gulist§n-
i hunar.

8 Two problems presented by Murvarid and Khvandamir/Amini’s prefaces are common to many materi-
als contained in insh§" manuals. The first is whether or not the texts were composed with a specific object in
mind or as a sample (see Felix Tauer, “Persian Learned Literature from Its Beginnings up to the End of the
18th Century,” in History of Iranian Literature, ed. Jan Rypka and Karl Jahn [Dordrecht: D. Reidel, 1968],
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suggests that it is all that remains of an album made for Mir #Ali Shir Nava"i. Murvarid
sketches a scenario for its assembly, beginning with the collector’s order to place some materials
he had gathered into a binding for their preservation.9 Khvandamir/Amini’s preface also
refers to an actual album, but one that is lost to us. Perhaps its folios were reincorporated
into later-sixteenth-century albums, or destroyed, as was the case with Prince Ibrahim Mirza’s
muraqqa#.10 Khvandamir/Amini introduces his preface as “an appropriate description of the
album, whose compiler (j§mi#) is the manifestation of proper guidance and righteousness,
Master Bihzad,” a description which served as a rubric for the preface in the insh§" manual.
In his preface, Khvandamir/Amini refers more than once to an album containing
calligraphies, paintings, and drawings assembled by the artist Bihzad.

Dust Muhammad’s preface for Bahram Mirza’s album is especially informative about
the project’s genesis. He begins with an encomium to God, the Prophet Muhammad, and
the Twelve Shi#i Imams, followed by praise of Shah Tahmasp and of Bahram Mirza. He
then turns to Bahram Mirza who had spent his time examining calligraphies. One day Bahram
Mirza decided that “the dispersed folios of the past and present masters be brought from
the region of dispersal into the realm of collectedness.”11 The prince’s fiat is phrased by
Dust Muhammad in such a way as not only to record the inception of the album but also
to signal one of the central reasons for its compilation: to provide a convenient means for
storing and organizing a collection of loose material. Dust Muhammad responded to the
order by composing a preface and supervising the task of arranging and ornamenting (tartÊb

va tazyÊn) the commissioned album.
Similar explanations for the timely conception of an album in a collector’s life are re-

lated in nearly contemporary album prefaces. In 1564–65, Mir Sayyid Ahmad composed
an album preface for Amir Ghayb Beg. Like Dust Muhammad, and following Qutb al-
Din Muhammad’s model, Mir Sayyid Ahmad includes a lengthy section, but located to-
ward the end of his preface, where he describes the inception of the album project:

[during the reign of #Abu al-Muzaffar Shah Tahmasp Bahadur Khan. . .] it fell into the hands
of the poor supplicant of the ruler of the world Amir Ghayb Beg, and [since] calligraphies
(scripts) and images were continually discussed in His majesty’s paradisiacal assemblies and
celestial gatherings, it became necessary to study and view the above-mentioned pages and
fragments, and because they had not been arranged or ordered it was difficult if not impos-
sible to find any particular thing [that was] sought after, he felt it necessary to give order to
this album so that it would be free of confusion. With the assistance of rare masters, skilful
artists, peerless experts on calligraphy, and incomparable calligraphers, he set about arrang-
ing it and indeed an order appeared and an album unveiled itself, every page of which is de-

pp. 419–82, esp. p. 433). The second is the historian’s reluctance to use documents in insh§" manuals, given
that some may have been invented. Thus, Roemer remarks, “since both authentic and fabricated examples
of style are produced at random and without any distinguishing indication, careful verification is needed in
each case as to whether a given text is authentic or not” (EI2, s.v. “Insh§"” [H. R. Roemer]).

9 Soucek and ÇaÅman state that the album was made for Sultan Husayn Mirza and give its date as 879
(1474–75); see Priscilla P. Soucek and Filiz ÇaÅman, “A Royal Manuscript and Its Transformation: The Life
History of a Book,” in The Book in the Islamic World: The Written Word and Communication in the Middle East, ed.
George N. Atiyeh (Albany: State University of New York Press, 1995), pp. 179–208, esp. p. 198. Soucek and
ÇaÅman suggest that an extant binding with verses by Jami may have been related to this album. They also
conclude that the album referred to by Murvarid “contained choice specimens of calligraphy and painting
donated by persons of culture and learning” (ibid.).

10 Q§îÊ AÈmad, Gulist§n-i hunar, pp. 143–44; trans. Minorsky, Calligraphers and Painters, pp. 183–84.
11 ki awr§q-i parÊsh§n-i ust§d§n-i m§îÊ va muta"§khkhirÊn r§ az Èayz-i parÊsh§nÊ dar silk-i jam#Êyat §vard.
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serving of one hundred cheers, nay, every one of its specimens is worthy of one thousand
bravos!12

Presumably the sheets (ßaÈ§"if) and fragments (qiãa#§t) were in Amir Ghayb Beg’s private
collection. Mir Sayyid Ahmad here casts the production as a collaborative affair: Amir Ghayb
Beg seeks advice from practitioners and those knowledgeable in the arts in order to pro-
duce the album that the preface composer goes on to praise. The intransitive verbs used
here imply, in a rather idealistic tone, that the order of the album revealed itself as Amir
Ghayb Beg and others worked with the disordered pages. The language suggests that there
was always an order there but that it simply had to be discovered.

A comparable motive and sequence is outlined in Murvarid’s preface that he composed
for the album for Mir #Ali Shir Nava"i. After gathering ( jam# gashta båd) a mass of “precious
things and jewels,” the collector ordered the works assembled (mujma# gashta) in a binding
to preserve and protect them so that “those who seek will experience exceeding pleasure
from them.”13

In his preface to Amir Husayn Beg’s album of 1560–61, Malik Daylami, like Mir Sayyid
Ahmad, describes its formation and decoration as a collaborative affair, and identifies Muzaffar
#Ali (known to be a painter from signed works and written sources), Mulla Masih Allah
(muzahhib, illuminator), and Jalal Beg (afsh§ngar, gold-sprinkler), as responsible for the album’s
arrangement, decoration, and the execution its margins. He then writes:

. . . after a while by the efforts and supervision of these two expert artists—the Hafiz of the
Glorious Word Mulla Masih Allah the illuminator and Jalal Beg the gold-sprinkler—the fo-
lios of this album have been better organized than that depicted on the mirror of the mind,
and most of the folios’ margins have been decorated and illuminated in gold-work by the
abovementioned master Muzaffar #Ali.14

The inception of the album and the process of its production are described in detail. Be-
fore listing the masters responsible for overseeing and executing the album’s form, the ar-
rangement of its contents, and its decoration, Malik Daylami speaks of Amir Husayn Beg,
who had encouraged Malik Daylami to persevere in calligraphy and Muzaffar #Ali in the
art of depiction. Amir Husayn Beg had also himself practiced nasta#lÊq and spent his time
studying that art and meeting with like-minded individuals. In 968 (1560–61) Shah Tahmasp
conferred upon Amir Husayn Beg the office of treasurer (khiz§nad§r) when his father Amir
Hasan Beg passed away and transferred all of his father’s “offices, possessions, and ser-
vants”15 to him, a sign of great favor. Malik Daylami then inserts a poem that contains a
chronogram for Amir Husayn Beg’s year of death.

12 ba-dast-i faqÊr-i du#§-gå-yi sh§h-i jah§n AmÊr Ghayb Beg uft§da båd va hamv§ra dar maj§lis-i bihisht §"Ên va maÈ§fil-
i falak tazyÊn ki zikr-i khuãåt va ßuvar mÊ-raft ba-muã§la#a va mush§hada-yi ßaÈ§"if va qiãa#§t-i mazkåra iÈtiy§j råÊ mÊ-namåd
va bin§bar §nki tartÊb va tarkÊbÊ na-y§fta båd va payd§ kardan-i maãlåb muta#assir balka muta#azzir båd v§jib dÊd ki Ên
muraqqa# r§ tartÊb dahad t§ ba-sabab-i tartÊb-i §n az Ên daghdagha ba-kullÊ ba-rahad chandÊ ba-dast-y§rÊ-yi ust§d§n-i n§dir
va hunarmand§n-i q§dir va khaãã-shin§s§n-i bÊ badal va khushnivÊs§n-i bÊ masalÊ ba tartÊb-i §n qiy§m namåda dar v§qi#
tartÊbÊ råÊ namåd va muraqqa#Ê chihra gushåda ki har ßafÈayash saz§v§r-i ßad taÈsÊn balka har qiãa#ash l§"iq-i ßad hiz§r
§farÊn ast.

13 ã§lib§n r§ az §n ÈaííÊ mu#tadd ba È§ßil b§shad.
14 mudattÊ ba-sa#y va iÈtm§m-i du n§dira-yi fann-i khud È§fií-i kal§m-i mawjåd Mull§ MasÊÈ All§h Muzahhib va Jal§l

Beg Afsh§ngar awr§q-i Ên muraqqa# bihtar az §nka dar §"Êna-yi khiy§l murtasam buvad ßårat-i tartÊb y§ft va aksar-i Èav§shÊ-
yi §n awr§q muzayyan va muzahhab ba-È§lk§rÊ-yi Ust§d Muíaffar #AlÊ mush§r ilayhi shud.

15 jamÊ#-i man§ßib va ulk§ va mul§zim§n.
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Knowing of the amir’s interest in calligraphies and paintings, every “sincere friend”
(mukhliß§n-i ß§diq) and “agreeable companion” (y§r§n-i muv§fiq) brought him specimens from
which he could practice and were amply rewarded with robes of honor. After some time,
Amir Husayn Beg had gathered numerous fragments (qiãa#h§-yi nafÊs)—each one compa-
rable in value to a specimen by the famous calligrapher Yaqut al-Musta#simi—treatises on
and examples of beautiful writing, and the precepts of Muhammad of ineffable ornament,16

sheets of beautiful images,17 presumably drawings and paintings, and praiseworthy deco-
rated pages,18 each one of which had been produced by an uncontestable master. Amir
Husayn Beg then decided to have an album assembled from these “precious jewels” ( jav§hir-

i nafÊsa), viz. calligraphies, paintings, and drawings. Every folio of the album would be like
a robe woven from gold and encrusted with jewels and pearls; every page of it would be
like a garden. More praise of the album ensues before Malik Daylami brings us back to its
function: “Just as in the assembly of that generous and benevolent man the taste of con-
noisseurs would experience complete pleasure from the collection of desirable things, so
would the sight of those with understanding and insight find complete enjoyment from the
contemplation of the elegance of calligraphic forms in gazing upon the beauty of images.”19

Dust Muhammad’s preface also contains statements that point to the album’s use and
audience. Like the albums made for #Ali Shir Nava"i, Shah Tahmasp, Amir Husayn Beg,
and Vali Muhammad, Bahram Mirza’s album would provide a context for looking, its
materials fixed in place, and the completed album destined for his library. As a conclud-
ing remark to the sections of the preface covering the early history of calligraphy and the
masters of nasta#lÊq, Dust Muhammad explains his omissions as an attempt to avoid too
prolix a composition. He remarks that, although it was impossible to list the entire lineage
of the masters of calligraphy, the album’s calligraphies would be held up to “the gaze of
those possessed of sight/vision and visual/mental perception”20 and hence did not require
further praise (ta#rÊf ) or description (tawßÊf ). He closes the passage with the Arabic couplet,
“Verily, our works point to us/so gaze after us at our works.” In doing so, he underlines
one of the album’s functions—to invite its viewers to become engaged visually and verbally
in its contents. Calligraphers not mentioned in the preface would be represented in the
album by their specimens. After thoughtful examination of the specimens, the perceptive
viewers could articulate the reasons why a given calligrapher was regarded as skillful and
why he was celebrated.

At the end of his preface to Amir Husayn Beg’s album, Malik Daylami returns again to
the album’s privileged audience of connoisseurs. “In truth an album has been completed
upon which if the assayers of the treasuries of calligraphy and images gazed intently it would
be appropriate.”21 Shah Quli Khalifa also points to the album’s future audience in the

16 ras§"il-i Èusn al-khaãã va al-mus§"il ki b§ zÊnatÊ m§-l§-kal§m båd ba-ham rasÊd.
17 ßafaÈ§t-i ßuvar-i Èasana.
18 awr§q-i nuqåsh-i mustaÈasana.
19 hamchun§nki dar majlis-i §n ß§Èib-i muråvat va iÈs§n zawq-i arb§b-i shawq az jamÊ#-i marghåb§t-i ÈissÊ lazzatÊ k§mil

d§rad hamchunÊn baßar-i ahl-i fahm va baßÊrat az mul§Èaía-yi luãf-i ßårat-i khaããÊ va mush§hada-i Èusn-i ßårat ÈaííÊ sh§mil
y§bad.

20 ba-naíar-i arb§b-i baßar va baßÊrat.
21 al-Èaqq muraqqa#Ê ßårat-i itm§m y§fta ki agar n§qid§n-i khaz§"in-i khuãåã va ßuvar hamÊsha maníar-i naíar daqÊq

s§zand rav§ ast.
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concluding section, where he expresses his hope that if any fault is found in his compila-
tion it will be forgiven.

These examples describe album formation and preface composition as the result of an
order issued by a patron. Sometimes a specific reason for the order is given; sometimes its
purposes may be left somewhat vague; at still other times a particular patron or reason for
the album’s assembly may not even be given. From these features we may deduce that
connections between prefaces and albums were fluid and that the relationship of one to
the other could vary.

Shams al-Din Muhammad’s preface to the so-called Shah Isma#il II album is a good
example of such complexity. Poetic headings set above and below the illuminated frames
that mark the beginning pages of the preface give the dates when the album was begun
and completed, 976 (1568–69) and 984 (1576–77) respectively, and Mashhad as the place
of production. Shah Isma#il II is also mentioned in the poetic headings, perhaps because
he was the ruling shah in the year of completion. No other evidence connects him to the
project, and he is not mentioned in the preface. The only Safavid patron who is mentioned
is Shah Tahmasp, whose numerous honorific titles are all listed, but Shams al-Din
Muhammad’s phraseology indicates that Shah Tahmasp was dead at the time of composi-
tion. This dates the preface’s composition to after 1576 (the year of Shah Tahmasp’s death)
but before 1577 (the date in the headings). One wonders whether Shams al-Din Muhammad
took on the project without a specific patron in mind. Equally plausible is that the original
patron died during the period of compilation—some nine years in all, though the album
could hardly have been worked on steadily throughout that entire period—and that the
reigning shah is mentioned in the illuminated headings as the potential, or intended, re-
cipient. These are only a few of the possible scenarios. What is certain is that the preface
was composed in the final year of the project.

Mir Sayyid Ahmad’s preface in album H. 2156 provides an example of yet another re-
lationship between preface and album. It relies on Murvarid’s model with the substitution
of some words and phrases. When Amir Ghayb Beg ordered an album, Mir Sayyid Ahmad
again used a preexisting preface as his model—this time one written by Qutb al-Din
Muhammad—but changed it significantly. As a result, neither album exhibits the level of
interconnectedness between its contents and the custom-made preface that one finds in
Bahram Mirza’s album. The one element that does establish a connection is the list of names
of calligraphers, painters, draftsmen, and illuminators found in the preface. But the pref-
ace copied by Mir Sayyid Ahmad for album H. 2156 is dated 1563, eleven years before
the earliest of the album margins, which are dated between 1572 and 1575. It is entirely
possible that Mir Sayyid Ahmad never saw the album, and copied a preface for it at some
remove.

Certain lines of transmission from master to student, or particular praise for one indi-
vidual, can be reflected in the emphasis on works by particular artists and calligraphers
gathered in the album. When these are absent, the preface’s relationship to the album is
of a different kind. The preface then focuses on praise of God’s creation and the album.
Often comparisons are drawn between the two, and some statement made about the ben-
efits that accrue from art. The preface’s flexibility of structure, allowing discussions of key
themes to be shortened or lengthened, permitted its insertion into albums for which it had
not been composed including its adaptation to later albums. Lists of practitioners could
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also be inserted between thematic elements. In short, the function of a preface vis-à-vis
the album it accompanied differed according to what the author set out to do: recount a
history of art, gloss the album’s contents, or have the preface function as an encomium to
the album and its owner. The use of prefaces composed in the recent or distant past led to
a chronological gap and potential contextual discrepancies between preface and album,
but this was not regarded as a problem.

A second kind of context resulted from the location of the preface in the album.22 It was
generally placed at the beginning, preceding the folios assembled from single-sheet
calligraphies, paintings, and drawings, a place that makes perfect sense for a prefatory text,
and the place where prefaces in other kinds of collections—for example, insh§", dÊv§ns, bio-
graphies, and histories—are to be found. As in books, the opening pages of the album preface
had frames illuminated in polychrome and gold. The beginning of the prefatory text was
thus visually enshrined for the viewer as a signal used to mark a beginning. In Shah Tahmasp’s
album, the initial page was an illuminated ex libris followed by the first page of the pref-
ace (fig. 1); it received a relatively modest broad band of illumination across the top of the
page. Subsequent text pages relied on the power of the nasta#lÊq script alone to animate
them with the occasional use of colored inks and pigments to highlight key phrases and
names, or to introduce poetry (fig. 2). This basic scheme of using only the single band of
illumination could be augmented. In album H. 2156 (fig. 3), the opening text which is full
of Arabic quotations, uses outlined gold for the Arabic and black ink for the Persian. Small
flowers in gold pepper the background, and a broad margin is filled with lotus flowers and
rosettes washed in gold and a thinning and thickening line.

One of the meanings of the Persian term dÊb§cha is an illuminated double-page frontis-
piece. The dual form of the Arabic word dÊb§ja, dÊb§jat§ni, meant “two cheeks,” an analogy
appropriate to the open pages of an album or book. The imagery is similarly paralleled by
the use, in prefaces and elsewhere, of words with multiple senses that draw analogies be-
tween calligraphy and the down on a young man’s cheek. The language is ripe with meaning;
like the down on a youth’s cheek, the calligraphy on an ornamented double page was the
object of the viewer’s contemplation. In album H. 2157 (fig. 4), the preface’s opening lines
of text are framed in a double-page illumination, a densely worked and richly ornamented
field of illumination composed of rectangular bands. The opening pages of Vali Muhammad’s
album are similarly wrought with minute ornament done in gold and polychrome pigments
(figs. 5 and 6).

Among the most developed marginal schemes are those found in Amir Husayn Beg’s
album. Even in such august albums as those made for Shah Tahmasp and Bahram Mirza,
margins could be quite a simple affair, made of little more than colored papers sprinkled
with gold. Amir Husayn Beg’s album contained a wide variety of marginal schemes that
combined techniques of stenciling, gold flecking, painting, illumination, and drawing, to
depict their subject matter: landscapes filled with numerous plants and animals arranged
across a continuous space or inside interlocking geometric shapes (figs. 7 and 8). Some
consisted of repeating floral motifs combined with a geometric framework. The margins
for Amir Ghayb Beg’s album are also lavishly decorated, one example combined stencil-

22 The specific details of each preface’s physical context are provided in Appendix 1, where problems re-
lated to each album’s codicology are also discussed.
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ing with drawing in gold (fig. 9). The stencil covered areas of the paper preserve its color,
and weighted gold lines supply details of the flowers, dragons, and qilins. The opening pages
of Amir Husayn Beg’s album are a visual tour de force (figs. 10 and 11). The illuminated
frames that enclosed the text were surrounded by scenes of animals—cloud bixies, deer,
tigers, leopards, lions, a bear, jackal, dragon and ox—in combat or at rest, birds perched
in trees and wispy clouds floating in the sky.

Each element is executed with precise gold lines, stippling, and layers of wash on an
ivory ground. Some elements are augmented by slivers or pockets of color: the petals of
flowers, the wing-like protrusions of the dragon and bixies, the red blood gushing forth
from the ox’s back as the lion takes a bite. Illuminated panels float above the ground: the
lapis-lazuli rays are inscribed over the landscape, and the gutter rulings evaporate as they
trail off into the margin. According to Malik Daylami, the margins of the Amir Husayn
Beg album were ornamented by Muzaffar #Ali and perhaps also Mulla Masih Allah and
Jalal Beg. Some of the preface’s pages could be simpler, involving only a gold-sprinkled
paper.

The final page of the preface is announced (fig. 12) by strips of illumination that divide
and bracket the three couplets of a chronogram which records the year of completion. It
was composed by Mirza Muhammad Amni. A second chronogram composed by the preface’s
author, Malik Daylami, appears along the lower end of the page where it is arranged in-
side three boxes linked together in a snaking form. Spaces are filled by triangles of illumi-
nation and encased in a thick border. The margin is a simple gold-flecked colored paper.

Though the dominant practice was to put the preface in the early sequence of folios,
materials occasionally precede and even interrupt the flow of the text. This is the case in
Shah Tahmasp’s album where the last two text pages are set at a distance from the cluster
of consecutive pages with which the album opens; the reverse sides of the two text pages
are paintings. A sharp division of a preface appears in album H. 2157, where that of
Muhammad Muhsin is split into two distinct parts, the dÊb§cha (preface) and kh§tima (epi-
logue), with three pages having preface text on one side and paintings or calligraphies at-
tached to the reverse. The preface in Amir Ghayb Beg’s album uses a similar division, a
continuous preface placed near the album’s beginning and a chronogram at the end, brack-
eting the album’s contents in much the same way as the two textual components of album
H. 2157.

The Bahram Mirza album is a rare example of a Safavid album that has survived nearly
untouched, and thus we are able to draw firm conclusions about the location of its pref-
ace. The beginning folios bracketed the preface between two sequences of calligraphies,
paintings, and drawings that provided an avant-goût for the album. The placement of these
works is not chronological but oscillates between present and past, a portent of things to
come in the album’s later folios. Thus, the works not only announce the chronological
boundaries of the album’s collection at the very beginning, but encapsulate a range of tech-
niques, subjects, and styles. In essence, the first few folios form a visual preface that pre-
cedes the textual preface. The textual preface is sandwiched between the avant-goût and a
vast array of collected materials, its calligraphies arranged according to a chronology that
spans the period between the late fourteenth century and the album’s year of completion
in 1544–45. Unlike the calligraphies, the arrangement of paintings and drawings in the
album does not observe this chronology.
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A conceit of a different order may have been manufactured in Amir Ghayb Beg’s al-
bum. Mir Sayyid Ahmad’s preface is divided into two parts, a preface and a chronogram.
Unlike the preface’s folios, the chronogram was not completed. Its folios of text have been
mounted in their margins (figs. 13–14), but the final additions of illumination to the sheets
of paper, the seam rulings between text page and margin, and the final drawings in the
margins are missing. Only the first stage of stenciling can be seen. The unfinished state is
difficult to explain. Although a final determination of the Amir Ghayb Beg album’s se-
quence seems beyond reach because its folios have been reordered and combined with folios
from other albums, some tentative observations are still possible. The attachment of the
preface’s first page to the a side of a folio meant that its beginning was not structured as a
double-page arrangement, a departure from the practice of all other albums.23 This fea-
ture indicates that the preface must have been preceded by at least one folio, and prob-
ably more. A sequence of illuminated and drawn panels, roundels, and frames is scattered
throughout the album’s corpus of folios (mainly monumental illuminated frames, #unv§ns,
and rosettes or shamsas). As a group they show a degree of consistency in material, sup-
port, and aspects of their design and execution. These elements play with aspects of sym-
metry of composition, motifs, and color, and, arranged on facing pages, they would have
established mirroring relationships. In form they are related to traditional components of
the luxury volume, the illuminated double-page frames that mark the beginning of a book,
as well as subdivisions (marking chapters or separate texts) within books. Some are for-
mally connected to ex librises by their rosette (shamsa) form. In each case, however, their
relationship to parallel forms in manuscripts is subverted. For example, illuminated shamsas
do not fulfill their original function because they do not contain the ex libris. It is possible
that some of these double-page arrangements preceded the preface.

Similar in effect, for they employ the mirroring relationship of items on facing pages of
the open album, are two examples from the Amir Husayn Beg album (although they are
currently misbound in the Amir Ghayb Beg album). These comprise large roundels con-
taining dramatic studies of a dragon attacked by ferocious qilins (figs. 15–16). Each roun-
del is edged in a gold band from which rays project outward. Corner spaces with cusped
borders contain floral motifs attached to a scrolling stalk and rendered in gold. In form,
the roundels play with an allusion to the illuminated shamsa with which we would expect a
book to open. But this album has two such shamsas. Closer inspection reveals another vi-
sual game—one drawing (fig. 15) is mottled, its surface scored from folding, small areas of
paper abraded and absent—all features which suggest that it is older than the second roundel.
The second roundel (fig. 16) is pristine, presumably done after the first roundel. Further
scrutiny reveals significant differences in graphic technique. The roundels in effect bracket
a double-page painting (the paintings, depicting a polo game and an enthronement, are
on the reverse sides of the folios onto which the roundels were attached), and mirror each
other through the viewer’s recollection of what had come before.

Like the newly made drawing of dragon and qilins in Amir Husayn Beg’s album, most
of the illuminated materials in Amir Ghayb Beg’s album were probably executed for it and

23 Because the preface begins in medias res, it is possible that some folios are missing. The beginning pas-
sage Qutb al-Din Muhammad’s preface, upon which Mir Sayyid Ahmad based his own, comprises fairly ex-
tensive sections before he gets to the point where Mir Sayyid Ahmad’s preface takes off in the Amir Ghayb
Beg album. This subject is discussed in chap. 4.
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as such they represent a rare focus for an album. In the albums of Bahram Mirza and Shah
Tahmasp, for example, illumination is used to bring cohesion to the assembly of separate
items on each page, to accent the formal composition of calligraphy, and to frame a paint-
ing or a drawing. Larger fields of illumination are limited to the double-page frontispiece,
to a shamsa containing an ex libris, or an #unv§n, elements characteristic of luxury Korans
and other manuscripts. The beginning materials of the Amir Ghayb Beg album similarly
follow the structural components of a book, but in the album their expanded presence speaks
of the full deployment of illumination as a category and technique of art. In Amir Husayn
Beg’s and Amir Ghayb Beg’s albums, the technique of illumination becomes a central theme
of the collected materials, showing the illuminator’s technical mastery. Illumination also
had its masters.

CONTEXTS OF USE

It is strange that after a century of studying the arts of the book and in the wake of social
history, so little has been written about the social context of Perso-Islamicate books and
about  where and how readers used them. Patterns of exchange by gift, acquisition through
inheritance and booty, and the social groups that had access to books are now attracting
greater attention,24 but modalities of reading texts—reading to oneself, or aloud before an
audience of one or more—have been largely ignored, even though the act of reading to a
listener is frequently depicted in book paintings.25 The paucity of studies about where and
how literature was read and listened to and of how books were used contrasts sharply with

24 Recent studies have paid greater attention to non-royal patrons, operating inside or outside the court
(Lâle Uluç, “Selling to the Court: Late-Sixteenth-Century Manuscript Production in Shiraz,” Muqarnas 17
[2000]: 73–96). Codicological examination of manuscripts and marks on their endpapers—seals and nota-
tions—has uncovered the successive owners of books by recording their transfer. Articles from this growing
literature include, Filiz ÇaÅman and Zeren TanÌndÌ, “Remarks on Some Manuscripts from the Topkapi Pal-
ace Treasury in the Context of Ottoman-Safavid Relations,” Muqarnas 13 (1996): 132–48; John Seyller, “The
Inspection and Valuation of Manuscripts in the Imperial Mughal Library,” Artibus Asiae 57, 3–4 (1997): 243–
349; and Soucek and ÇaÅman, “A Royal Manuscript and Its Transformation.”

All of these efforts will be further enriched through the patient and systematic analysis of written sources.
References to high-ranking courtiers owning books as well as exchanging them as gifts are found in Khvandamir.
Khvandamir tells of an Amir Kamal al-Din Husayn of Abivard who was sent on behalf of Mir #Ali Shir Nava"i
to the Aqqoyunlu ruler Sultan Ya#qub. “It was decided that, along with other precious books from the royal
library, he would take the complete works of Mawlana Abdul Rahman Jami to present to Qazi Isa and Sul-
tan Ya#qub” (Khv§ndamÊr, \abÊb al-siyar, 4:350–51; trans. Thackston, Habibu’s-siyar, 2:525–26). But the li-
brarian gave him the wrong book, mistaking a copy of the Futåh§t-i makkÊ for Jami’s complete works. In his
meeting with Sultan Ya#qub, Kamal al-Din Husayn told him that he consulted the book during his travels,
which he had not (otherwise he would have learned of the librarian’s error). When Sultan Ya#qub opened the
book, Kamal al-Din Husayn’s lie was revealed. As a result he lost the respect and favor of Mir #Ali Shir Nava"i.
Vasifi records the presentation at court in Bukhara of a copy of Katibi’s KullÊyat (complete works) copied by
Sultan Muhammad Khandan. He emphasizes that Sultan Muhammad Khandan was the leading student of
Sultan #Ali Mashhadi (ki az sar §mad-i sh§gird§n-i Mawl§n§ Sulã§n #AlÊ MashhadÊ ast). The book was presented to
the Uzbek ruler #Ubayd Allah Khan as a gift (see V§ßifÊ, Bad§"i# al-vaq§"i#, 1:165–66).

25 Of numerous examples one can cite the paintings in a jung of poetry copied by Mir #Ali al-Husayni al-
Katib al-Haravi in Bukhara in 1529. See Oleg F. Akimushkine, Anas B. Khalidov, and Efim A. Rezvan, De
Baghdad à Ispahan: Manuscrits islamiques de la Filiale de Saint-Pétersbourg de l’Institut d’Études orientales, Académie des
Sciences de Russie, Musée du Petit Palais 14 October 1994–98 January 1995, exhib. cat. (Lugano: ARCH, Paris-
Musées, and Electa, 1994), cat. no. 40, pp. 198–201.
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the extensive literature on Koranic recitation and the role of reading and audition in learning
and scholarly transmission.26 Rather, it is the book’s visual dimensions—painting and the
techniques of bookmaking—that have garnered the greatest share of scholarly interest. The
range of impulses that made images in books desirable has been outlined, but the forms of
interaction between text and image are only now being refined.27

The album raises a different dimension of this last problem just as it establishes new cri-
teria of use that ultimately call for some reformulations about the ontology of the illus-
trated book. The album was made to resemble a book in its form—it relied on a codex
format structure of gathered folios stitched into a textblock and bound into the standard
binding of upper and lower covers, elaborate doublures, and an envelope flap to protect
the outer edges of the folios. Albums were usually built to a considerably larger format,
however; albums in the range of 50 x 30 cm, much larger that the average-sized illustrated
manuscript, and upwards of ca. 150 folios, are not uncommon. In the dimensions of its
format and in sheer weight, the album is rivaled only by deluxe manuscripts of the Koran.
The large format provided a wide surface area for the collected materials to be arranged
across facing pages. For their arrangement, a multidirectional scheme was often employed,
a mode that ideally suited the album’s use by a small group. This physical feature expanded
the intimate, modestly scaled illustrated manuscript that was functionally matched to the
solitary reader. In the manuscript, text and image were oriented toward a single position;
some manuscripts, like the oblong-format safÊna, were so small that they could be carried
by a person in his sleeve.

The arrangement of an open album allowed several people to gather, look, read, and
discuss its contents, and the multidirectional organization of the materials provided sev-
eral legible vantage points around its edges. Close scrutiny of some detail in a painting,
calligraphy, or drawing which was upside down from one side could be made right side up
by rotating either the viewers or the album. Of course, the album could also be examined
alone by a single person. Although many elements of the book carried over into the al-
bum—the often similar scale of execution in calligraphy and painting,28 the horizontal viewing
format of an object laid flat or slightly tipped, and a sequence of folios protected between
covers—other elements of the album established a new form of relationship between per-
son and object and an altered phenomenological experience.

The most significant aspect of this change in experience relates to the role of text in the
sixteenth-century album, mainly poetic texts of short form (masnavÊs, ghazals, rub§#Ês), com-
posed in the Persian language and rendered in nasta#lÊq. Texts composed in Arabic and copied

26 For Koranic recitation, see Kristina Nelson, The Art of Reciting the Qur"an (Austin: University of Texas
Press, 1985). For transmission, see Johannes Pedersen, The Arabic Book, trans. Robert Hillenbrand (Princeton:
Princeton University Press, 1984), chap. 3; and Michael Chamberlain, Knowledge and Social Practice in Medieval
Damascus, 1190–1350 (Cambridge and New York: Cambridge University Press, 1994). The historical focus of
these three studies falls outside the sixteenth century and hence they are of potentially reduced value.

27 For a summary of the study of text and image and hypothesized functions of paintings in books, as well
as key bibliographic references, see David J. Roxburgh, “The Study of Painting and the Arts of the Book,”
Muqarnas 17 (2000): 1–16; esp. 2–3 and 6–7. Interactions between text and image are the subject of recent
essays in a volume of Princeton Papers: Interdisciplinary Journal of Middle Eastern Studies, ed. Oleg Grabar and Cynthia
Robinson (Princeton, 2000).

28 There are a few exceptions in the sixteenth-century albums, especially the large-format Chinese paint-
ings on silk found in Bahram Mirza’s album. Other large format works include calligraphies. For the most
part, however, the paintings, drawings, and calligraphies are of the same size and scale as the illustrated book.
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in one of the six scripts were mainly didactic. In other words, the album’s textual dimen-
sion was not governed by a linear sequence like a manuscript, nor did it have a dominant
narrative pursued from beginning to end. Its short texts on single pages, sometimes com-
prising as little as two or three couplets of verse, could be read rapidly, the eye roving over
the page from calligraphic specimen to specimen or across the gutter of the album to the
adjacent page. Albums could be opened at any point, its pages turned over in any sequence,
backward or forward. It allowed the user considerable freedom. Even in those examples
where the album’s textual materials were arranged according to an ordering principle, it
did not reside in the text’s contents,29 and was one route of approach to the object and its
use. The album’s textual character and the reader’s experience of it are similar to poetic
anthologies or digests or compendia. These manuscript forms are also collections of texts
of various lengths and could be structured to accommodate two texts by dividing the cen-
tral field (matn) from the margin (ÈashÊyat). Like albums, these collections arranged materi-
als in a non-linear sequence—although certain principles did govern the overall arrange-
ment of some30—and united different literary genres in a single place.

Just as the album’s textual domain is distinct from a book’s, so the album’s paintings
and drawings acquire a different agency from those in illustrated books. The works em-
body the history of a past tradition and its practitioners, as a collection of valued materials
that makes a potent lieu de memoire. They exist at a place beyond text, although some of
their subjects and themes conjur up recollections of written stories, and are offered up for
the eye’s contemplation, for sustained scrutiny and critical appraisal. The primary role
accorded to discerning visual phenomena (e.g., line, interval, composition, monochrome,
polychrome) foregrounds the visual experience of those images bound into the album.31

Most prefaces refer to the visual study of the album’s materials: Shams al-Din Muhammad
went so far as to say that “even those people who are incapable of reading and writing are
inclined to look at calligraphy and to persevere at it,”32 a remark that underscores the per-
ception of the visual aspects of calligraphy, seeing writing without reading what it says.

An attempt to describe the social contexts for the album in the absence of a detailed
contemporary discourse on the subject forces us to turn our attention to the album’s physical
features in conjunction with the patchy, but suggestive, textual evidence. The album’s structure
and formal solutions made it equally well suited for contemplation by a solitary user or a
small group of court intimates. In fact, references to the audiences (the plural is always

29 Sometimes calligraphies are grouped on single pages according to calligrapher to show relationships between
master and student, or are clustered according to like technique. In the case of the Bahram Mirza album, the
calligraphies were arranged from beginning to end according to a relative chronology founded on pedagogi-
cal affiliations. The paintings and drawings do not follow this order, and their numerous repetitions of sub-
ject create coherence across the album’s frame by engaging memory.

30 In collections of poetry, for example, poems were arranged according to poetic form, and within each
grouping according to rhyme.

31 Some scholars have observed that by the late fourteenth century features of painting in the book signal
a changed relationship between image and text. In addition to a marked vertical emphasis in format, the fea-
tures include a reduced rate of illustration, the expanded size of the painting to fill the page, and an expan-
sion of pictorial detail. See Lisa Golombek, “Toward a Classification of Islamic Painting,” in Islamic Art in the
Metropolitan Museum of Art, ed. Richard Ettinghausen (New York: Metropolitan Museum of Art, 1972), pp. 23–
34; and Sheila S. Blair, “The Development of the Illustrated Book in Iran,” Muqarnas 10 (1993): 266–74.

32 va nÊz §n kas§nÊ ki az khv§ndan va nivishtan #§rÊ and ba-raviyat-i khaãã va maÈ§faíat-i §n mayil mÊ-nam§yand.
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implied), and settings (maj§lis, maÈ§fil, ßuÈbat) of the album as an object are mentioned in
several prefaces.

Another line of approach to this question requires an examination of cultural activities
and venues at the court, about which we are much better informed. Predominantly liter-
ary in function and content, these events in courtly life share features with the social con-
text of the album, as inferred from the form of the album itself and alluded to in a few
prefaces. The album was an object around which people gathered to converse and to ex-
ercise their powers of discrimination, just as poetic assemblies offered a time to debate,
create, and criticize poetry.

Sixteenth-century written sources often describe formal occasions at the royal court, ranging
from celebrations of marriages, births, and circumcisions, to major religious feasts and holidays
(e.g., Nawruz), qurultay (an assembly of notables or a council), pÊshkesh (gift-giving ceremo-
nies), and ad hoc banquets for events such as diplomatic meetings or to celebrate military
successes. In his narrative on the reign of Shah Isma#il in the \abÊb al-siyar, Khvandamir
describes many such events. When Shah Isma#il entered Shiraz, the citizens and merchants
decorated the stalls and shops of the city, and a banquet was held in a tented enclosure;
there was music and song and gifts were distributed. Later the shah ordered a Nawruz
celebration. On another occasion, in preparation for a campaign, Shah Isma#il’s amirs
gathered outside Kharraqan where a banquet was held and gifts distributed. At another
Nawruz celebration held at Hawz-i Mahian outside Herat, pavilions and tents were erected,
extraordinary gifts were presented (pÊshkesh) to Shah Isma#il by Amir Najm al-Sani—the
shah redistributed some of them to his royal guard (qurchÊs) and servants. Some time after
the birth of Sam Mirza, a head-shaving ceremony was held which involved weighing his
hair against gold that was then distributed as alms. These occasions took place in both
permanent and temporary settings indoors or outdoors; the place was often outfitted for
the occasion with sumptuous textiles and displays organized by merchants and craftsmen.

Other forms of social gathering occurred beyond the strict formality of the court assem-
bly (which focused on the royal presence), where rank was indicated by the spatial arrangement
of the court’s members and visually signaled by their garments.33 Gatherings whose pur-
pose did not involve some aspect of official business—that is, a social process in which political
dimensions were not dominant—included the literary majlis (lit., assembly, gathering) and
the feast (ßuÈbat), where food was served, wine imbibed, and people conversed. Other ac-
tivities could be combined with them, including singing, music making, and the examina-
tion and discussion of single-sheet calligraphies and paintings, as well as materials bound
into albums. Such venues were also critical contexts of socialization, but presumably cul-
tural pursuits lay at their heart. They did not lack in protocol and etiquette: some majlises,
for example, replicated elements from the royal gathering, mainly the spatial disposi-
tion of its participants according to rank and the treatment of seating (cushions and rugs),34

33 Sixteenth-century Safavid court ceremony is a topic that requires more attention. A comparative analy-
sis of Ottoman, Safavid, and Mughal palaces and their court ceremonies, especially the formation of the ruler’s
image, is discussed by Gülru NecipoÅlu, “Framing the Gaze in Ottoman, Safavid, and Mughal Palaces,” Ars
Orientalis 23 (1993): 303–42. For sources on late-sixteenth-century through early-seventeenth-century Safavid
palaces, see Robert D. McChesney, “Four Sources on Shah #Abbas’s Building of Isfahan,” Muqarnas 5 (1988):
103–34.

34 See description of a majlis in Maria E. Subtelny, “The Poetic Circle at the Court of the Timurid Sultan
\usain Baiqara and Its Political Significance,” Ph.D. diss., Harvard University, 1979, pp. 162–63.
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which became successively less luxurious as one moved further away from the majlis host.
Unofficial gatherings that took place within the wider ambit of the court, sponsored not

only by rulers and princes but by bureaucracts and amirs, are rarely mentioned in the Persian
written sources. When they do crop up, it is typically in an anecdote recounted in the his-
torical narrative (examples include Khvandamir’s \abÊb al-siyar and Muhammad Haydar
Dughlat’s T§rÊkh-i rashÊdÊ), to make some point about a person’s character, or as a respite
from the historical description of events year by year, or as some veiled admonitionary
counsel. Exceptions include the synoptic accounts of Vasifi in the Bad§"i# al-vaq§"i# (com-
pleted by 1538–39) and of Babur in the B§burn§ma (completed 1529–30), whose texts are
often likened to memoirs, and in which the hallowed historical and biographical frame-
work is infused with extensive personal recollections.35

In Vasifi’s case, the anecdotes served a dual purpose. That he wanted to record his life
experiences goes without saying. His imputed connections to the Timurid court and the
luster he acquired from that association is certainly another factor. His text is replete with
anecdotes of events at court; majlis insiders of the Herati milieu probably related the sto-
ries to him.36 His knowledge and Timurid affiliation established a pedigree that served him
well under his Uzbek patrons. Vasifi’s recollections are idealized, and lying behind them is
always the idea of the benefit accrued from cultural patronage, even if they do tell of hu-
morous and picaresque events to illustrate a variety of human emotions and imperfections.
In fact, Sultan Muhammad, known as Kildi Muhammad (d. 1532–33), hired Vasifi in 1518
as a courtier (kh§dim) whose job it was to tell amusing stories that also proferred advice in
palatable doses.37

The Venetian messenger Membré, who recorded his experiences in Relazione di Persia,
by contrast, shows different priorities in what he chose to tell in his characterization of the
Safavid court.38 In his narrative Membré describes in detail his official audiences with Shah
Tahmasp and refers frequently to Bahram Mirza and other Safavid princes whose com-
pany he joined on several occasions for private gatherings. He described Bahram Mirza as
“a magnificent man who takes much enjoyment and is always making festival in his house.”39

Membré remarked, “He drinks a very great deal of aqua vitae and spirits of spices, as well
as of cinnamon and spices. He has many handsome and finely dressed pageboys, among

35 For a study of Babur’s text, in particular, and the questions of autobiography, personal recollection,
and self, see Stephen Frederic Dale, “Steppe Humanism: The Autobiographical Writings of Zahir al-Din
Muhammad Babur, 1483–1530,” International Journal of Middle East Studies 22 (1990): 37–58. For a qualifica-
tion of the notion of autobiography attached to the books of Babur and Vasifi, see Subtelny, “Scenes from
the Literary Life of TÊmårid Her§t,” pp. 138–39.

36 Including Mir #Ali Shir Nava"i’s close friend Mawlana Sahibdara, a relative of Vasifi. Subtelny, “The
Poetic Circle at the Court of the Timurid Sultan,” p. 157.

37 Ibid., p. 161. Additional information about Vasifi, his text, and the context in which he wrote it is avail-
able in Giorgio Rota, “V§ßefi e i Suoi Tempi: Uno Sguardo alle Bad§ye# o’l-Vaq§ye#,” Oriente Moderno n. s. 15
(76), 2 (1996): 139–64; and Maurizio Pistoso, “A Taste for Ambiguity: Reconsidering MaÈmåd V§ßefi’s Memoirs,”
Oriente Moderno n. s. 15 (76), 2 (1996): 165–72.

38 Safavid written sources are less explicit in general and only hint at aspects of Bahram Mirza’s predilec-
tions. Thus, Sam Mirza talks of how Bahram Mirza “turned to carnal pleasures and in nature inclined to
sinful behavior” (Èaíåí§t-i nafs§nÊ maßråf båd va ãab#Ê ba-gh§yat-i mutaßarrif ) (S§m MÊrz§, TuÈfa-yi s§mÊ, ed. DastgirdÊ,
p. 9). In a Safavid context such a phrase could refer to homosexuality and pedophilia, as noted by Adle (“Autopsia,
in Absentia,” p. 233).

39 Membré, Mission to the Lord Sophy of Persia, trans. Morton, p. 25.
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whom is one, called #Ali Jan, who has so many jewels in his turban-cloth round his cap
that it is impossible to value them.”40

At one evening gathering, when Membré joined Bahram Mirza for conversation, mu-
sic, and feasting (ßuÈbat), he describes Bahram’s retinue, noting how they were seated on
fine carpets. They included a “very handsome” male singer, Naranji Sultan,41 Kachal
Shahvirdi Beg, Qara Khalifa, and a sayyid from Khurasan. Three young men, #Ali Jan,
Shah Khurram (?), and “another boy from Shirvan” were seated together. On the other
side sat three older men, including Bahram Mirza’s parv§nachÊ (individual entrusted to re-
lay verbal command from a ruler or prince) and his sufrachÊs (table stewards). Musicians
played numerous types of instruments. The company departed leaving behind two drunk
young men. Some went to Naranji Sultan’s house nearby where they spent the night.42

To date, studies of the court’s cultural life have been dominated by treatments of the
poetic majlis, and particularly the majlis in the late Timurid context, and the literary ac-
tivity made possible by the patronage of Sultan Husayn Mirza and Mir #Ali Shir Nava"i.43

Subtelny has also studied the majlis under the Uzbeks in the sixteenth century and in such
centers as Bukhara, Samarqand, and Shahrukhiyya.44 Although the Safavid majlis has been
neglected, it is clear that many of its features and practices were retained and disseminated
through the writings of Timurid cultural “propagandists” and literary circles. Differences
between the Timurid and Safavid majlis surely existed, perhaps in the minutiae of its pro-
cedures or in the preference given to one literary form over the others.45

Majlises could be more or less formal in their organization and etiquette; they were held
by rulers and high-ranking courtiers, some of whom had formal positions at court. In
Subtelny’s analysis of the late Timurid period the term designates “the customary form of
socio-literary intercourse—a convivial gathering at which the main form of entertainment
is engagement in witticism and story-telling, but primarily the recitation and critical dis-
cussion of literary works, particularly poetry.”46 Gaining entry to the most exclusive majlises
was difficult, to say the least, and required extensive preparation. The potential for public
embarrassment and humiliation was high and to be avoided if the poet wanted to make
his mark and find a patron, and, of course, standards needed to be maintained once ac-
cess had been gained. Many of Vasifi’s recollections hinge on the failure of someone to
perform, to comprehend nuances in meaning, or to realize that he was the butt of a joke.47

In addition to poetic performance at the court majlis or before an audience, poets com-
posed verse to mark specific events. A common form was the chronogram. Sixteenth-cen-

40 Ibid.
41 Also attested in S§m MÊrz§’s TuÈfa-yi s§mÊ, ed. DastgirdÊ, p. 179.
42 Membré, Mission to the Lord Sophy of Persia, trans. Morton, p. 39.
43 See Subtelny, “The Poetic Circle at the Court of the Timurid Sultan,” esp. chap. 3. Subtelny provides

the first systematic analysis of the economic, social, and cultural contexts of poetry and the political implica-
tions of sponsoring court and cultural activities. For her analysis of the majlis, see ibid., chaps. 3 and 4. Subtelny
pursued her analysis in the article, “Scenes from the Literary Life of TÊmårid Her§t.”

44 Subtelny, “Art and Politics in Early 16th Century Central Asia”; and idem, “Scenes from the Literary
Life of TÊmårid Her§t.”

45 A comparative analysis of Timurid and Safavid literary values tends to argue for continuity but to cast
it as a decline.

46 Subtelny, “The Poetic Circle at the Court of the Timurid Sultan,” p. 162.
47 Several anecdotes are translated and discussed in detail by Subtelny, “Scenes from the Literary Life of

TÊmårid Her§t,” esp. pp. 140–50.
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tury sources are replete with references to occasional verse that acquired status as a memorable
performance tied to an event in time.48 One example is a qasida (panegyric) written by
Mir #Ali Shir Nava"i and presented to Sultan Husayn Mirza. Khvandamir introduces the
event after describing the patrons for whom Mir #Ali Shir Nava"i worked before his propi-
tious meeting with the Timurid sultan:

On the eve of Id al-Fitr he paid homage to the khaqan, and Sultan Husayn, delighted to see
him after so long a time, showered him with favor. The next day, the day of the festival, he
presented at his court his “Halaliyya” qasida, every line of which was a gem. This only in-
creased the khaqan’s good opinion of him, and his rank and station with the emperor grew
day to day until in the end all important affairs of the kingdom were submitted to his opinion,
as will be described.49

Muhammad Haydar Dughlat also mentions a poem composed by Mir #Ali Shir Nava"i,
but this time for #Abd al-Rahman Jami, Mir #Ali Shir Nava"i’s spiritual guide. Nava"i joined
the Naqshbandiyya Sufi order in 1476–77, presumably with Jami’s encouragement.50 When
Jami returned from a journey to the Hijaz, Mir #Ali Shir Nava"i sent a quatrain to welcome
him, and Muhammad Haydar Dughlat cites the poem in full.51 Later in his biographical
sketch of Mir #Ali Shir Nava"i, Muhammad Haydar Dughlat recounts an exchange between
the Timurid statesman and the poet Banna"i, who had been one of the leading figures in
Nava"i’s poetic circle.52 Although the witty and pithy exchanges between Nava"i and Banna"i
were an inevitable feature of the majlis routine, they assumed such a scathing and nasty
tone that Banna"i left for Tabriz where he worked with the Aqqoyunlu ruler Sultan Ya#qub
(r. 1478–90). Banna"i ultimately returned to court in Herat, and the rivalry between him
and Nava"i continued.

The power of extemporaneous verse beyond the majlis framework, in response to some
event, action, or speech, is also mentioned in the sources. For example, Khvandamir tells
an amusing tale about the poet Mawlana Hasanshah, a witty figure who found favor in his
old age with Mir #Ali Shir Nava"i.53 After a “wicked woman” (îa#ifa-yi bad kard§r) named
Blue Indigo (vasmah-yi kabåd) had been removed from her house, a lutanist named Khvaja
Mutahhar went to Mir #Ali Shir Nava"i to request her property. Mawlana Hasanshah ar-
rived immediately after the lutanist had made the request for the house, pipped at the post
in his mission to obtain the house for himself. He “instantly uttered this quatrain,”54

In a city where Mutahhar the lutanist is,
No one can close the gates of debauchery.

Every time a whore {qaÈbah} is driven out of town,
This pimp comes and sits in her place.55

48 Some of these verses are quoted verbatim as abridgments, or in extenso, but without reference to a spe-
cific event. Numerous examples appear in Sam Mirza’s tazkira (TuÈfa-yi s§mÊ), for example, a poem composed
for Bahram Mirza by Hajji Aqa (ibid., p. 187).

49 Khv§ndamÊr, \abÊb al-siyar, 4:137–38; Habibu’s-siyar, trans. and ed. Thackston, 2:422.
50 EI2, s.v. “MÊr #AlÊ ShÊr Naw§"Ê” (M. E. Subtelny).
51 MuÈammad \aydar Dughl§t, T§rÊkh-i rashÊdÊ, trans. Thackston, p. 126.
52 Ibid., p. 128.
53 Khv§ndamÊr, \abÊb al-siyar, 4:344–45.
54 fÊ al-È§l Ên rub§#Ê bar zab§n §vard.
55 Khv§ndamÊr, \abÊb al-siyar, 4:345; Habibu’s-siyar, trans. and ed. Thackston, 2:523.



composition and context 69

Numerous occurrences of daily life were immortalized in poetry, where similar personal
slights and criticisms are couched in witticisms and satire.

The funeral was another occasion for the recitation of occasional verse. Poets composed
panegyrics to honor the deceased. For Mir #Ali Shir Nava"i’s funeral,56 Khvandamir cites
one verse composed by Amir Sadr al-Din Sultan Ibrahim Amini, and adds his own (the
concluding segment is a chronogram for the year of Nava"i’s death). He refers to them as
elegies (qaß§"id) and versified short poems (muqaããa#§t-i maníåm).57 The death of the Timurid
Prince Baysunghur occasioned Mirkhvand to remark upon his patronage of various prac-
titioners, especially calligraphers, before describing the period of mourning and the burial.58

Poets, among them Sayf al-Din Naqqash whose maãla# is quoted, recited dirges (mar§sÊ).
References to books in this rich anecdotal literature of courtly life are rare, but one, made

in passing by Muhammad Haydar Dughlat, is especially telling because it refers to the use
of books at the majlis. Muhammad Haydar Dughlat praises Sultan Sa#id Khan’s “good
qualities,” his handwriting and orthography in Turkish, Persian, and Arabic, and his ex-
ceptional ability to read difficult handwriting. He then remarks, “{Sultan Sa#id Khan} never
composed poetry by pondering over it, but in gatherings and assemblies, no matter what
divan was opened and regardless of the meter and rhyme that came up, he could compose
extemporaneously.”59 Sultan Sa#id Khan became angry when majlis participants tried to
write down the poetry he had recited. The anecdote indicates that at least at some majlises,
books were at hand for reference purposes and from which to recite lines. The line of po-
etry recited from the book established the foundation for an extemporaneous response.60

The response could be a witty comment on some aspect of the poem, an intelligent cri-
tique of the poetry, or a refashioning according to a dictated rhyme.61

Just as there was occasional poetry, so was there also occasional art. Many paintings,
drawings, and calligraphies bound into albums may have been inspired by specific events,
although few are inscribed in a way that records their original impetus. Several works in
the Bahram Mirza album were executed by high-ranking Safavids—Shah Tahmasp, Bahram
Mirza, and Sultanum.62 One, a humorous painting of the palace staff (fig. 17), with which
the album opens, has inscribed below it, “I was made for [my] beloved brother Bahram
Mirza.”63 Shah Tahmasp’s signature appears at the top of the painting at the conclusion

56 Ibid., 256; Habibu’s-siyar, trans. and ed. Thackston, 2:480.
57 The Persian has layers of meaning that can scarcely be contained in a cursory English translation. The

noun muqaããa#§t also has the sense of a silk garment and the adjective maníåm can mean threaded, arranged in
a line, and ordered. Analogies between poetry and textiles are commonplace in Persian literature.

58 MÊrkhv§nd, Rawîat al-ßaf§", 6:704–8.
59 MuÈammad \aydar Dughl§t, T§rÊkh-i rashÊdÊ, trans. Thackston, pp. 76–77.
60 In studying poetic response, emphasis resides in the analysis of the literary artifact and not in the con-

texts in which response occurred. A detailed analysis of specific examples of poetic response is presented by
Losensky, Welcoming Figh§nÊ: Imitation and Poetic Individuality, chaps. 5 and 6. For different forms of response,
see Losensky’s index entry for “imitation,” where the technical terms are listed (ibid., p. 383). Also see Ricardo
Zipoli, The Technique of >aw§b: Replies by Naw§"Ê to \§fií and >§mÊ, Quaderni del dipartimento di Studi Eurasiastici
35 (Venice: Università degli Studi di Venezia, 1993).

61 For a lengthier discussion of this topic and specific examples, see Subtelny, “The Poetic Circle at the
Court of the Timurid Sultan,” pp. 165–69.

62  Their works appear on fols. 1b and 2a (Shah Tahmasp); fol. 85a (Bahram Mirza); and fols. 7b–8a
(Sultanum).

63 jihat-i bar§dar-i #azÊz Bahr§m MÊrz§ s§khta shådam.
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of a list that identifies the six figures depicted in the painting.64 It is a painting full of hu-
mor, of rotund figures engaged in merriment, wine drinking, music making, and dancing,
all the while scrutinized by a man leaning on a stick. The parodic nature of the image is
exposed by the amusing names (e.g., the master of ceremonies is named “Watermelon Sultan”
[Qarpuz Sultan]), the anti-ideal of corpulence, and the almost subversive attire of its fig-
ures. At the opening of the album, the painting introduced several aspects of the album—
it was a personalized image made by a ruler for his princely brother that portrayed the
form of social activity in which the album would have been made; and it memorialized
what may have been a specific event. Perhaps it portrayed an event from Qarpuz Sultan’s
life, of his haughty attitude, or offered a parody of courtly gatherings that went on without
the ruler’s or prince’s presence. Another study of Qarpuz Sultan signed by Shah Tahmasp,
rendered in a simple ink line, is among a collage of materials on the facing page. Depict-
ing Qarpuz Sultan standing and holding a tray of elegantly stacked fruit, his head slightly
lowered, and wearing significantly less ornate clothing, the drawing underscores the hu-
mor of the majlis-group painting on the facing page. In this way, the album is able to structure
its materials so as to enhance some of their inherent meanings and associations.65

In his T§rÊkh-i rashÊdÊ Muhammad Haydar Dughlat mentions a princely practitioner, a
certain Abu al-Rashid Khan Ghazi (on the throne in 953/1546–47), who was endowed
with talent in every art and craft. According to Muhammad Haydar Dughlat, “He sent
several gifts to one of the ladies in the harem. One of them was a tree cut from paper, and
the trunk, branches, and leaves were colored and made such that the practitioners of the
craft would have been astonished by his invention.”66 Princely pastimes extended to the
art of découpage along with painting and drawing.

In addition to directly commissioned pieces, works on paper were also made specula-
tively, apparently with no specific purpose in mind, as single sheets for examination at courtly
assemblies.67 In a rare description by Vasifi we read of such a painting, its presentation,
and the discussion that followed. In his anecdote, Vasifi tells of a painting by Bihzad in
which he had portrayed Mir #Ali Shir Nava"i leaning on a cane and sitting in a garden
that was planted with trees and flowers and inhabited by birds. In the context of the as-
sembly, Mir #Ali Shir Nava"i passed the painting to the first of four companions, Mawlana
Fasih al-Din, identified in the text.

Mawl§n§ FaßÊÈ al-DÊn . . . said, “Master, when I saw those blossoming flowers, I wanted to
stretch out my hand, pick one and stick it into my turban.”

64 The figures are identified as (from right to left and top to bottom), Haybat Agha, Tuhfa Jan, Qarpuz
Sultan, Mawlana Ahmad Fash, Turfa Raqass, and Ustad Nu#man Na"i.

65 Similarly humorous paintings were made in an Ottoman milieu. One example is a double-page paint-
ing by Nigari (Heydar Reis) depicting “Prince Selim practicing the royal sport of archery” (TSK, H. 2134,
fol. 3), datable to ca. 1561–62. Nigari was Selim’s boon companion and may in fact be the buffoon figure
holding a target. The painting is inscribed with poetic couplets by Nigari. For the interpretation and an illus-
tration, see The Sultan’s Portrait: Picturing the House of Osman, exhib. cat. (Istanbul, 2000), cat. no. 30 (Gülru
NecipoÅlu), p. 222. For another painting depicting an event at the Ottoman court, attributed to Nigari, see
ibid., cat. nos. 31.1–31.2 (Gülru NecipoÅlu), pp. 226–27.

66 MuÈammad \aydar Dughl§t, T§rÊkh-i rashÊdÊ, trans. Thackston, p. 84.
67 For a study of the social contexts of viewing images that can be gleaned from a range of Ottoman writ-

ten sources, see Banu Mahir, “A Group of 17th Century Paintings Used for Picture Recitation,” in Art Turc/
Turkish Art, 10th International Congress of Turkish Art, Geneva, 17–23 September 1995 (Geneva: Fondation Max van
Berchem, 1999), pp. 443–55.
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Mawl§n§ ‘§Èibd§r§ . . . said, “I too had the same desire, but [then] it occurred to me that if
I stretched out my hand, all the birds would fly off the trees.”
Mawl§n§ Burh§n . . . said, “When I looked at [it], I held back my hand and my tongue and I
kept silent for fear that his Excellency the MÊr might become angry and frown.”
Mawl§n§ MuÈammad BadakhshÊ . . . said, “Mawl§n§ Burh§n, if it were not unseemly and
impudent, I would take that stick out of His excellency the MÊr’s hand and hit you over the
head with it.”68

The chain of response outlined in the anecdote is structured according to the pattern of
performance current at the court, where an assembly of literati, boon companions (nadÊm),
and intimates (terms include muß§Èib, muqarrab, ichki) improvise responses, in poetry or prose,
when called upon to do so. Each participant tries to outdo the others in the wit of his rep-
artee. The viewers’ exposure to the painting accords the image a particular function: it is
a vehicle for members of the court to exercise their literary prowess.

This anecdote demonstrates one form of social and verbal structure through which paintings
could be animated. It does not involve a detailed description of the painting and its formal
elements; hence, as is the case in the album prefaces, there is no evidence of an expanded
descriptive practice in the literature of the Perso-Islamicate tradition for either calligraphy
or depiction. But in assessing the verbal responses to images it would not be prudent to
conclude that formal values were not discussed. This can be inferred from elements of the
prefaces’ pithy biographical sketches and summary statements about the expertise of one
practitioner in comparison to another which often highlight formal elements of their work,
its qualities and properties, and the technical skill manifested in the particularities of its
execution.

In some instances the viewer’s response to images was structured using forms familiar to
us in the poetic response of the majlis context or as a witty literate exchange also charac-
teristic of the majlis—the response quoted from Vasifi is one such example. There is no
corpus of descriptions of visual phenomena and elements of a literary practice analogous
to ekphrasis (the verbal description of a work of art), but such a practice would seem re-
dundant in the case of the album anyway. After all, one of the album’s functions was to
provoke responses from its viewers within a social context. These conversations were not
written down, unlike the occasional anecdotes about the poetic majlis. But the literary majlis
setting is illustrative of the social context in which albums were viewed. Albums were probably
examined in a comparably discursive and performative setting by a small group of cultur-
ally gifted participants. Several prefaces refer to the album’s context of study by using like
or related terms (majlis, maÈfil, ßuÈbat). In Malik Daylami’s preface, he notes how Amir Husayn
Beg practiced nasta#lÊq calligraphy: “At intimate gatherings of people of virtue, they chose
highly-skilled people and during these conversations sometimes they would be engaged in
practicing precise nasta#lÊq.”69 This Amir Husayn Beg did despite the fact of his important
offices (man§ßib) and affairs (mah§mm), marks of his high social status. Malik Daylami also
recalls that he was called upon to explain the rules (qav§#id) of calligraphy and to write practice

68 Trans. in Subtelny, “The Poetic Circle at the Court of the Timurid Sultan,” p. 209. For Persian text,
see VaßifÊ, Bad§"i# al-vaq§"i#, 2:149–50. Some of these figures are mentioned in other anecdotes told by Vasifi
and in the tazkira of Sam Mirza.

69 bar maj§lis-i arb§b-i faîl va mu"§nasat-i ahl-i hunar va kam§l mÊ-gum§rand va dar asn§-yi ßuÈbat g§hÊ mashghålÊ ba-
mashq-i khaãã-i daqÊq-i naskh-ta#lÊq.
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lines of calligraphy (nivishtan-i suãår-i mashqÊ) at assemblies (majlis), and was thus favored among
his peers (aqr§n). The reference to peers, or equals, may be to other calligraphers present
at the assembly.

Ultimately, many of the works introduced at assemblies as single sheets, or perhaps made
in that context, found their way into albums. Such occasional paintings, drawings, and
calligraphies or those made for ad hoc purposes were gathered by a collector, combined
with older specimens from the art tradition, and transformed into an album.
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Fig. 1. Opening folio of the preface with illuminated #unv§n. Opaque pigment, gold, and ink on paper, 476 x
340 mm (folio). Istanbul University Library, Shah Tahmasp album, F. 1422, fol. 1b. (Photo: Istanbul Univer-
sity Library and Documentation Center, Istanbul)
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Fig. 2. Text page copied in nasta#lÊq. Rendered in black
and colored inks, 476 x 340 mm (folio). Istanbul Uni-
versity Library, Shah Tahmasp album, F. 1422, fol.
2a. (Photo: Istanbul University Library and Documen-
tation Center, Istanbul)

Fig. 3. Opening folio of the preface with illuminated
#unv§n. Opaque pigment, gold, and ink on paper, 459
x 305 mm (folio). Topkapi Palace Library, album H.
2156, fol. 1b. (Photo: Topkapi Palace Museum,
Istanbul)

Fig. 4. Double-page illumination. Opaque pigment, gold, and ink on paper, 349 x 232 mm (folio). Topkapi
Palace Library, album H. 2157, fols. 2b–3a. (Photo: Topkapi Palace Museum, Istanbul)
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Fig. 7. Text page from preface framed in painted margin. Opaque pigment, gold, silver, and ink on paper,
393 x 338 mm (folio). Topkapi Palace Library, Amir Husayn Beg album, H. 2151, fol. 2b. (Photo: Topkapi
Palace Museum, Istanbul)
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Fig. 8. Text page from preface framed in painted and stenciled margin. Opaque pigment, gold, and ink on
paper, 393 x 338 mm (folio). Topkapi Palace Library, Amir Husayn Beg album, H. 2151, fol. 23a. (Photo:
Topkapi Palace Museum, Istanbul)



chapter three78

Fig. 9. Text page from preface framed in stenciled and inscribed margin. Opaque pigment, gold, and ink on
paper, 461 x 344 mm (folio). Topkapi Palace Library, Amir Ghayb Beg album, H. 2161, fol. 10b. (Photo:
Topkapi Palace Museum, Istanbul)



composition and context 79

Fi
g.

 1
0.

 P
ag

e 
fr

om
 d

ou
bl

e-
pa

ge
 il

lu
m

in
at

io
n 

w
it

h 
de

co
ra

te
d 

m
ar

gi
n 

at
be

gi
nn

in
g 

of
 p

re
fa

ce
. M

ar
gi

n 
po

ss
ib

ly
 e

xe
cu

te
d 

by
 M

uz
af

fa
r 
#A

li.
 O

pa
qu

e
pi

gm
en

t,
 g

ol
d,

 a
nd

 i
nk

 o
n 

pa
pe

r,
 3

93
 x

 3
38

 m
m

 (
fo

lio
). 

T
op

ka
pi

 P
al

-
ac

e 
L

ib
ra

ry
, A

m
ir

 H
us

ay
n 

B
eg

 a
lb

um
, H

. 2
15

1,
 fo

l. 
2a

. (
Ph

ot
o:

 T
op

ka
pi

P
al

ac
e 

M
us

eu
m

, 
Is

ta
nb

ul
)

Fi
g.

 1
1.

 P
ag

e 
fr

om
 d

ou
bl

e-
pa

ge
 il

lu
m

in
at

io
n 

w
it

h 
de

co
ra

te
d 

m
ar

gi
n 

at
be

gi
nn

in
g 

of
 p

re
fa

ce
. M

ar
gi

n 
po

ss
ib

ly
 e

xe
cu

te
d 

by
 M

uz
af

fa
r 
#A

li.
 O

pa
qu

e
pi

gm
en

t,
 g

ol
d,

 a
nd

 i
nk

 o
n 

pa
pe

r,
 3

93
 x

 3
38

 m
m

 (
fo

lio
). 

T
op

ka
pi

 P
al

-
ac

e 
L

ib
ra

ry
, A

m
ir

 H
us

ay
n 

B
eg

 a
lb

um
, H

. 2
15

1,
 fo

l. 
1b

. (
Ph

ot
o:

 T
op

ka
pi

P
al

ac
e 

M
us

eu
m

, 
Is

ta
nb

ul
)



chapter three80

Fig. 12. Concluding page of preface with illuminated
bands. Opaque pigment, gold, and ink on paper, 461
x 344 mm (folio). Topkapi Palace Library, Amir Husayn
Beg album [misbound in the Amir Ghayb Beg album,
H. 2161, fol. 2a]. (Photo: Topkapi Palace Museum,
Istanbul)

Fig. 13. First page of chronogram framed in a margin.
Opaque pigment and ink on paper, 461 x 344 mm (fo-
lio). Topkapi Palace Library, Amir Ghayb Beg album,
H. 2161, fol. 186b. (Photo: Topkapi Palace Museum,
Istanbul)

Fig. 14. Last page of chronogram framed in a margin
with signature of Ahmad al-Husayni al-Mashhadi al-
Katib. Opaque pigment and ink on paper, 461 x 344
mm (folio). Topkapi Palace Library, Amir Ghayb Beg
album, H. 2161, fol. 190a. (Photo: Topkapi Palace Mu-
seum, Istanbul)

12

13

14



composition and context 81

Fi
g.

 1
5.

 R
ou

nd
el

 d
ep

ic
ti

ng
 d

ra
go

n 
at

ta
ck

ed
 b

y 
qi

lin
s,

 m
ou

nt
ed

 o
n

an
 a

lb
um

 p
ag

e.
 D

ra
w

in
g 

da
ta

bl
e 

to
 th

e 
la

te
 fi

fte
en

th
 c

en
tu

ry
 th

ro
ug

h
ea

rl
y 

si
xt

ee
nt

h 
ce

nt
ur

y,
 p

os
si

bl
y 

fr
om

 a
 T

ur
km

en
 m

ili
eu

. B
la

ck
 in

k
on

 i
vo

ry
 p

ap
er

, 
31

3 
m

m
 (

di
am

et
er

 o
f 

ro
un

de
l).

 T
op

ka
pi

 P
al

ac
e

L
ib

ra
ry

, A
m

ir
 H

us
ay

n 
B

eg
 a

lb
um

 [
m

is
bo

un
d 

in
 t

he
 A

m
ir

 H
us

ay
n

B
eg

 a
lb

um
, 

H
. 

21
61

, 
fo

l. 
3a

].
 (

P
ho

to
: 

T
op

ka
pi

 P
al

ac
e 

M
us

eu
m

,
Is

ta
nb

ul
)

Fi
g.

 1
6.

 R
ou

nd
el

 d
ep

ic
ti

ng
 d

ra
go

n 
at

ta
ck

ed
 b

y 
qi

lin
s;

 m
ou

nt
ed

 o
n

an
 a

lb
um

 p
ag

e.
 D

ra
w

in
g 

da
ta

bl
e 

to
 m

id
 s

ix
te

en
th

 c
en

tu
ry

, S
af

av
id

m
ili

eu
. I

nk
 o

n 
iv

or
y 

pa
pe

r,
 3

17
 m

m
 (d

ia
m

et
er

 o
f r

ou
nd

el
). 

T
op

ka
pi

P
al

ac
e 

L
ib

ra
ry

, 
A

m
ir

 H
us

ay
n 

B
eg

 a
lb

um
 [

m
is

bo
un

d 
in

 t
he

 A
m

ir
G

ha
yb

 B
eg

 a
lb

um
, H

. 2
16

1,
 f

ol
. 4

b]
. (

P
ho

to
: T

op
ka

pi
 P

al
ac

e 
M

u-
se

um
, I

st
an

bu
l)



chapter three82

Fig. 17. Scene from a Safavid majlis. Painting signed by Tahmasp al-Husayni and made for Bahram Mirza.
Opaque pigment and gold on paper, before 1545, 251 x 241 mm (painting). Topkapi Palace Library, Bahram
Mirza album, H. 2154, fol. 1b. (Photo: Topkapi Palace Museum, Istanbul)
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CHAPTER FOUR

LITERARY DIMENSIONS

Muhammad Haydar Dughlat begins his T§rÊkh-i rashÊdÊ by expressing doubt in his abilities
to complete the project, for he finds it impossible to craft an encomium that would be adequate
for the praise of God:

Poor me, smitten with melancholy and
perplexed, how can I proceed when I have

not been given the ability to write description
To proclaim Thy unity, alas, my heart

trembles. It is all I can do to mention Thy name.1

It is a clever way of avoiding the requirement that a literary composition begin with praise
of God, His Creation, and perhaps also the Prophet Muhammad, relying as it does on the
conventional expression of man’s limitations in attempting to describe God, never mind
comprehending Him.2 To make amends for his deficiencies—and for good luck—Muhammad
Haydar Dughlat quotes the preface from Sharaf al-Din #Ali Yazdi’s £afar-n§ma (Book of
Conquests, composed in the 1420’s) up to the amm§ ba#du (“now then”), the ubiquitous tran-
sition in literary works that connects preface to text.

Muhammad Haydar Dughlat’s anxiety about his qualifications for writing a literary com-
position are not entirely disingenuous. By declaring his inability to fulfill the requirement
of beginning with God and Creation, he refers to the convention of doing so, and thereby
uncovers an unspoken rule of prefatory composition. An examination of prefatory texts
across the formulaic gamut of Persianate literature turns up such recurring motifs and images,
and a shared body of words and figures of speech. Muhammad Haydar Dughlat is far more
comfortable once he gets into the body of his history, recounting events that he had heard
about or witnessed, using a language mostly free of those metaphors whose usage would
indicate fluency in a set of literary conventions. It is not that he does not know them, as he
uses these tropes and metaphorical expressions in his text albeit with often rough transi-
tion.

That Muhammad Haydar Dughlat reveals the conventional aspects of Persian literary
expression is less interesting than his indication that one had a choice between literary modes
of expression. Other authors were far more explicit in their discussions of literary conven-

1 MuÈammad \aydar Dughl§t, T§rÊkh-i RashÊdÊ, trans. Thackston, p. 3.
2 Muhammad Haydar Dughlat here indicates the impossible dilemma of describing God and the danger

of ascribing attributes to the transcendent and ineffable, and hence of anthropomorphizing Him. Apophasis
is the term given to the “linguistic regress” that follows the attempt to name qualities of God. For a complete
discussion of apophasis, or “un-saying,” see Michael A. Sells, Mystical Languages of Unsaying (Chicago and Lon-
don: University of Chicago Press, 1994), pp. 1–5. The problem extends to the nature of the Koran—created
or uncreated—as the word of God and the question of speech (kal§m) as a divine attribute. For a summary of
the different responses to these questions, see EI2, s.v. “Kal§m” (L. Gardet).
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tions, styles, and modes, given their clearest form in manuals of prosody that often com-
bined general advice on composition and training with figurative expressions, metrics, rhyme,
and guidelines for the critical judgment of texts. Writing in the first quarter of the thir-
teenth century, for example, Shams al-Din Muhammad b. Qays al-Razi wrote:

He [the poet] must not deviate with regard to the species of discourse and the varieties of
poetry, such as: romantic and erotic preludes, praise and dispraise, encomium and impreca-
tion, gratitude and grievance, stories and tales, question and reply, wrath and reconciliation,
haughtiness and humility, disdain and forbearance; the mention of regions and customs, the
description of the heavens and the stars, the depiction of flowers and flowing streams, the reporting
of wind and rainstorms, the similes of night and day . . . in the manner of the most excellent
and learned of the poets and the most poetic of the excellent and the learned.3

Levels of praise should be consonant with the rank of the subject:

He ought not to praise kings and sultans except with royal terms of description such as those
mentioned in the chapter on hyperbolic description. Ministers and princes he should praise
for prodigies of the sword and pen, drum and banner, sayyids and the #ulam§ for nobility of
descent and purity of lineage, for abundant culture and plenteous learning, for untainted honor
and great merit. . . . Let him address each according to his station.4

Several aspects of the genres and motifs to which Shams Qays refers are found in the six-
teenth-century album prefaces in which the criteria and levels of praise proportionate to
subject are likewise followed.

Unlike Muhammad Haydar Dughlat, the preface authors selected a literary mode that
made unrelenting use of the most complex forms of expression: an alternation of often in-
ternally rhyming prose (saj#) and various poetic forms; the use of amphibologous words (i.e.,
words having multiple referents), and seemingly countless adjectives to modify them; long
lists of honorifics that accompany references to people, living or dead; obligatory creative
acts in line with extant practices, e.g., recrafting an image to lend it a new metaphorical
dimension, to demonstrate literary prowess and to refer to the literary tradition. Dominat-
ing each album preface is the language and intent of praise. It was a literary complex of
behaviors and modalities fashioned at the late Timurid court through its network of con-
texts and institutions, e.g., the literary majlis and the royal chancellery, where a particular
style of literary expression was given precedence. Murvarid, Khvandamir, and Amini ex-
celled in it. Although the literary practices and preferred aesthetics of the late Timurid period
did not lack their contemporary (and modern) critics for their excessive ornamentation and
artifice,5 they retained their currency into the Safavid period.6

3 Shams al-DÊn MuÈammad b. Qays al-R§zÊ, al-Mu#j§m fÊ ma#§yÊr ash#§r al-#ajam, trans. in Clinton, “’ams-i
Qays on the Nature of Poetry,” p. 80. The discussion appears in his first chapter of the kh§tima.

4 Ibid., p. 80.
5 Subtelny has written about the contemporary criticism of Timurid poetry by three of its practitioners,

Mir #Ali Shir Nava"i, #Abd al-Rahman Jami, and Dawlatshah Samarqandi. All three criticized the “new style”
(naw-§"Ên) which they called takalluf (lit. artificiality) which involved the use of difficult meters, rhymes, and
words, and the creation of unexpected, complex images (Subtelny, “Taste for the Intricate,” pp. 57 and 59).
By identifying internal criticism of literary trends, Subtelny is able to qualify the criticism of modern scholars
like Rypka, Gibb, and Browne as “Orientalist.” Negative appraisal of both the poetry and prose of the Timurid
and Safavid periods that pays little heed to the internal dynamics of the tradition has serious consequences,
some of which are only now being addressed. Measured for their “quality” against the idea of originality of
content, the literatures register for the modern critic a predominance of form over content, a deepening con-
cern with intricate literary games and subtle references that would only change in the late sixteenth century.
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In this literary tradition, imitation played an important role as a creative response to
works of the past, as evidenced in the literary works of the age. The majlis discussed not
only the extemporaneous response to model verses, but also poetry composed in the style
of earlier poets and reworked using a corpus of inherited images, themes, and codified forms
of imitative response.7 Reworking earlier texts to produce new versions was also common.
When Husayn Va#iz Kashifi composed a new Persian recension of the KalÊla wa Dimna, titled
Anv§r-i suhaylÊ (The Lights of Canopus, before 1504–5),8 he mentions in his preface that he
had embarked on the project in response to a request from Amir Shaykh Ahmad al-Suhayli
(d. 1501–3), and explains the reason thus:

Value in modern reception is shifted to specific indices of originality and the performative dimensions of po-
etry; the mechanisms of reception are largely ignored. A few quotations from three scholars are indicative of
the nature of the criticism generally. Writing on Timurid poetry, Shafi#i Kadkani describes it as a “versified
gloss upon the poetic images and meanings of the Classical authors”; in prose writing he notes, after Bah§r,
that the quality is low “where firmness, fluency and other points of professional skill are concerned”; and
that “the only innovations one sees in this period are the soubriquets, titles and flummery with which the
later writers of the Timurid period dignified their patron at the beginning of their books and the openings of
chapters—sometimes one has to wade through two or three pages and pick one’s way through ups and downs
of eulogy, balanced and paired sentences, rhyming prose, and vacuous baseless titles” (MuÈammad Riî§ ShafÊ#Ê
Kadk§nÊ, “Persian Literatures (Belles-Lettres) from the Time of J§mÊ to the Present Day,” in Handbuch der Orientalistik,
vol. 4, pt. 2, fasc. 2, History of Persian Literature from the Beginning of the Islamic Period to the Present Day, ed. George
Morrison [Leiden: E. J. Brill, 1981], pp. 133–206, esp. pp. 142 and 143–44). Rypka described historiography
of the Timurid period as “one of literary gourmets in high social positions who set more store by a refined
artificiality than by eulogism,” and observes a “disregard of the substance in favor of the form,” and in po-
etry “an unusual increase in formal elements, presumably for the purpose of concealing lack of originality
and poverty of thought” (Jan Rypka, “TÊmår and His Successors,” in The History of Iranian Literature [Dordrecht:
D. Reidel, 1968], pp. 281, 283). Writing on Persian literature during the sixteenth-century, Safa says, “It must
be confessed at once that, both in wording and in style, the poetry of this period lacks interest: except in a
few of the more celebrated poets little of intrinsic value is to be found” (Z. Safa, “Persian Literature in the
Safavid Period,” in The Cambridge History of Iran, vol. 6, The Timurid and Safavid Periods, pp. 948–64, esp. p.
952).

Some scholars, noting that the “writer’s literary fame came often to depend on his ability to engage in an
excessive use of metaphors and tropes and to adorn his style with a variety of devices,” reserve judgment and
accept the difference between sixteenth-century attitudes to the literary tradition and its ninteenth- through
twentieth-century critical reception (Yarshater, “Persian Poetry in the Timurid and Safavid Periods,” pp. 966,
981, and 990). Another exception is Schimmel, Two-Colored Brocade, esp. chap. 1.

The literary qualities and practices to which the fifteenth-century critics mentioned by Subtelny refer re-
quire further scrutiny. For example, Subtelny emphasizes the role of the riddle (mu#amm§) in the Timurid period
and how critical contemporaries were of it (also noted by Rypka, ibid., p. 282), but Losensky has qualified
her observation, noting that the total number of works written about the mu#amm§ was actually low (Losensky,
Welcoming Figh§nÊ: Imitation and Poetic Individuality, pp. 154–58) when compared to total poetic production. In-
deed, if poetic imitation is understood generally as an index of “decline,” then Mir #Ali Shir Nava"i and Jami
could equally well be considered culprits.

6 Shafi#i Kadkani (“Persian Literatures [Belles-Lettres] from the Time of J§mÊ to the Present Day,” p. 147)
claims that the major shift between the two dynastic periods is seen in the ghazal; in Safavid writing artifice
is based not on metaphor but on the juxtaposition or opposition of words. Rypka notes that continuity was
maintained into the Safavid period through particular practices, forms, and stylistic features (e.g., similes, al-
legorical expressions, proverbs, witty sayings, and paradoxes) (Rypka, “TÊmår and His Successors,” p. 285;
and idem, “The Safavids,” in History of Iranian Literature, p. 296).

7 A detailed analysis of specific examples of poetic response is presented by Losensky, Welcoming Figh§nÊ:
Poetic Imitation and Individuality, chaps. 5 and 6. For different forms of response, see Losensky’s index entry for
“imitation,” where the technical terms are listed (ibid., p. 383). Also see Zipoli, The Technique of >aw§b.

8 Kamal al-Din Husayn b. #Ali, surnamed al-Va#iz, Kashifi (d. 910/1504–5), worked for many years of his
life in Herat for Sultan Husayn Mirza and Mir #Ali Shir Nava"i. A summary of Kashifi’s biography and a list
of his works can be found in EI2, s.v. “K§shifî” (Gholam Hosein Yousofi). The exact date of composition is
not known.
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And, although those who sit on the throne of the court of style are unanimous in praise of the
magnificence of the words, and in applauding the eloquence of its compounds [mißr§#], truly
the word is that which Hazam said; nevertheless, through the introduction of strange words
and by overstraining the language with the beauties of Arabic expressions and hyperbole in
metaphors and similes of various kinds, and exaggeration and prolixity in words and obscu-
rity of expression, the mind of the hearer is kept back from enjoyment of the meaning of the
book, and from apprehending the pith of the subject . . . and this circumstance will undoubt-
edly be a cause of disrelish and a source of ennui both to the reader and the hearer, especially
in this age, so characterized by fastidiousness, in which the minds of its children have become
nice to such a degree that they expect to perceive the meaning without its being decked-out
on the richly ornamented bridal-bed, as it were, of language; how much more when in some
of the words they may require to employ a minute comparison of the dictionary, and to ex-
amine glossaries with care. Hence, too, it all but came to pass that a book of such precious-
ness [as this is] was almost neglected and abandoned, and that the people of the world were
deprived of its advantages and excluded from them.9

To remedy this neglect, the Turkish amir ordered Kashifi to “clothe the said book in a
new dress, and bestow fresh adornment on the beauty of its tales of esoteric meaning, which
were veiled and concealed by the curtain of obscure words and the wimple of difficult ex-
pressions.”10 In other words the existing Persian translation of the original Arabic KalÊla wa

Dimna by Nasr Allah b. Muhammad (done between 1143 and 1146) was still too Arabized
in its vocabulary, and the obscurity of its expressions forced the reader to turn to dictio-
naries and glossaries. Kashifi was to produce a new version that would be readily compre-
hended by his audience and that would bring the aesthetic of the text up to date, thereby
saving it and its valuable lessons from neglect.11 Mir #Ali Shir Nava"i had given similar ad-
vice to Mirkhvand; he told him to write his history in a style “free from the artificial orna-
ments of allegory and metaphor, exempt from the reproach of plagiarism, and far removed
from the fault of enigmatic and obscure expressions . . . observe the medium between pro-
lixity and conciseness.”12

#Abd al-Vasi# Nizami was another figure at the court of Sultan Husayn Mirza in Herat.
Khvandamir/Amini writes in glowing terms of his “good personal qualities and . . . exper-
tise in the art of composition and writing correspondence and edicts.”13 #Abd al-Vasi# Nizami
compiled an insh§" (a model book of composition) from the materials that he composed.14

Khvandamir/Amini also comments, however, on #Abd al-Vasi# Nizami’s failure to write a
history of Sultan Husayn Mirza’s reign that satisfied the ruler; he used too many similes
and metaphors.

Continuity in literary tradition from the Timurid to the Safavid dynasty and into the

9 \usayn V§#ií K§shifÊ, The Anv§r-i SuhailÊ; Or, The Lights of Canopus, trans. Edward B. Eastwick (Hertford:
Stephen Austin, 1854), pp. 8–9.

10 Ibid., pp. 10–11.
11 Browne considered the result of Kashifi’s reworking to have produced the opposite literary effect, “full

of absurd exaggerations, recondite words, vain epithets, far-fetched comparisons and tasteless bombast and
represents to perfection the worst style of those florid writers who flourished under the patronage of the Timurids”
(Edward G. Browne, A Literary History of Persia (A. D. 1265-1502), 4 vols. [Cambridge: Cambridge University
Press, 1902–28], 2:352).

12 MÊrkhv§nd, Rawîat al-ßaf§", 1:7; trans. in Shea, History of the Early Kings of Persia, p. 17.
13 Khv§ndamÊr, \abÊbu’s-siyar, trans. Thackston, p. 520.
14 #Abd al-Vasi# Nizami’s insh§", the Mansh§" al-insh§" was published by Abå al-Q§sim Shih§b al-DÊn AÈmad

Khv§fÊ, 2 vols. (n. p.: Ch§pkh§na-yi KhurramÊ, 1357).
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remaining years of the sixteenth century is manifest in the history of album-preface writ-
ing. Murvarid’s preface was used as a direct model and Khvandamir/Amini’s was imitated
more generally. Their prefaces, along with other texts written by them, survived into the
Safavid period in insh§". In choosing a preface for his history, Muhammad Haydar Dughlat
went to Sharaf al-Din #Ali Yazdi, who composed a preface for his £afar-n§ma, a text com-
missioned by the Timurid Prince Ibrahim Sultan to record and celebrate the military vic-
tories of his grandfather Timur. Yazdi’s preface was available in manuscript copies of the
£afar-n§ma, a text celebrated in the Safavid period, and also in his very own insh§".15 In
many respects, Yazdi’s panegyric biography of Timur and his sons inaugurated a literary
trend that reached its fullest development by the century’s end.16 At the end of that Timurid
century was Kashifi. A portion of his preface to the Anv§r-i suhaylÊ would be used some
eighty years later by Muhammad Muhsin for an album preface. The same procedure is
found in Mir Sayyid Ahmad’s use of models composed by Murvarid and Qutb al-Din
Muhammad.17

Continuity of vocabulary and the repertoire of figures of speech and themes are joined
by specific uses of and references to literary precedent. All of these facets—linguistic, the-
matic, and organizational—underscore the performative dimension of literary expression,
including the album preface.18 In producing literature the outcome was always partly an-
ticipated. The newly made work derived legitimacy and coherence from its predecessors,
and its novelty lay in subtle departures and surprising changes from all that had come be-
fore.19 Some have criticized this literary process for producing a tropological literature devoid
of originality, an inwardly spiraling circle of increasing self-referentiality whereby form became
content. But this judgment can quite easily be turned on its head. In the process of imitat-

15 In his section on Timurid history, Yahya b. #Abd al-Latif Qazvini refers to Sharaf al-Din #Ali Yazdi and
notes that the £afar-n§ma was completed in 828 (1424–25) at the order of Ibrahim Sultan. It is an unusual
reference in Qazvini’s general history, especially because he does not mention any of the cultural achieve-
ments of other Timurid princes (YaÈy§ b. #Abd al-LaãÊf QazvÊnÊ, Lubb al-tav§rÊkh [Tehran: Intish§r§t-i Buny§d
va Gåy§, 1363/1984], pp. 313–14). He dwells on Ibrahim Sultan’s numerous calligraphies for buildings in
Shiraz and his commissioning of Yazdi to write the book. Qazvini completed his history in 948 (1542). Else-
where Qazvini singles out the £afar-n§ma when referring to the numerous histories that recorded Timurid
victories (ibid., p. 302).

16 In its time, Sharaf al-Din #Ali Yazdi’s £afar-n§ma represented a different literary aesthetic, an expansion
and reworking of the earlier £afar-n§ma composed by Nizam al-Din Shami (806/1404). Shami wrote his text
according to Timur’s instructions that it should be “free from rhetorical artifice and preciosity so that it could
be understood by the ordinary reader” ( John Woods, “The Rise of Timurid Historiography,” Journal of Near
Eastern Studies 46, 2 [1987]: 81–108; esp. 85).

17 The same intertextual phenomenon is found in prefaces to Safavid chronicles studied by Quinn. See
Sholeh Quinn, “The Historiography of Safavid Prefaces,” Pembroke Papers 4 (1996): 1–25; esp. 2–20. Quinn
studies instances of close references to preceding models, for example, Khvandamir’s use of Mirkhvand’s preface
to the Rawîat al-ßaf§" (ibid., pp. 3–6).

18 The practice, also current in historiography, is often described as plagiarism, which Quinn notes is not
“accurate or useful” (Sholeh Quinn, “The Dreams of Shaykh Safi al-Din and Safavid Historical Writing,”
Iranian Studies 29, 1–2 [Winter/Spring 1998]: 127–47; esp. 131). Quinn adds that in reusing models the au-
thor could modify them in various ways “such as versifying, simplifying, paraphrasing, and updating to make
his own final version appropriate for the time” (ibid.).

19 One of the fascinating problems of this intertextual literary culture is recognizing a specific literary pre-
cedent. Even in those instances where a specific intertext was unidentifiable, knowledge of the creative pro-
cess was such that a text’s intertextuality was apprehended without knowing the source. For a different focus
on this issue, see Michael Riffaterre, “L’intertexte inconnu,” Littérature 41 (February 1981): 4–7. He suggests
that what activates the “intertextual mechanism . . . is the perception of the traces of the intertext within the
text” (ibid., pp. 5–6).
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ing a model, the coherence and legibility of the newly crafted text depended on knowledge
of its literary references and might be said to confer further originality upon the model
while acquiring its own measure of the same. In essence, each work is a step backward
and forward to past and future performances.20 Various levels of competence are evidenced
in the prefaces, although all of their authors were immersed in modes of literary expres-
sion and tradition. Muhammad Haydar Dughlat and Mir Sayyid Ahmad, whose prefaces
are appropriations and reworkings of earlier models, adequately attest to the challenge of
responding to tradition.

ORGANIZATION AND SEQUENCE

All the prefaces have a set of motifs that constitute their building blocks;21 some are pri-
mary and others are secondary in importance. In selecting and joining these units together,
considerable flexibility, not only in the length but also in sequence, was allowed. Only one
unit, praise of God and Creation, had the exclusive right to come first so it appeared in all
prefaces of albums and books. Other motifs—an account of the album’s inception and praise
of the album’s patron, agent of production, and the resulting object—were almost always
present, but could be arranged in any sequence and could reappear later in the preface
for expanded treatment if earlier they had only been touched upon briefly.22

The following analysis summarizes some of the prefaces to show how these motifs are
presented in the order of appearance in the texts. Although this method runs the risk of
identifying a genre by isolating key themes and elements and is thus a method of analysis
that reflects its author’s own priorities and interests, an attempt has been made here to
identify and distill motifs inclusively while avoiding the attendant problem of establishing
a fixed and rigid taxonomy of the genre by acknowledging those permutations that exist
between individual prefatory compositions.23 Permutations occur in both sequence and treat-
ment: for example, one motif can be expressed in prose in one preface and poetry in an-

20 On the interplay between original, copy, mastery and mastercopy, and a review of modernist and post-
modernist attitudes to original and copy, see Richard Shiff, “Mastercopy,” Iris 1, 2 (1983): 113–27.

21 Comparable flexibility is found in the accessus ad auctores tradition. See Quain, The Medieval Accessus ad
Auctores, p. 1.

22 These motifs bear a striking resemblance to several genres in addition to the beginning section of the
masnavÊ, a poetic form of rhymed couplet, generally romantic or mystical in nature. MasnavÊs began with praise
of God invoking His blessing, praise of the Prophet Muhammad, a eulogy to the poem’s patron, and an ex-
planation of the reason for compiling the book.

23 Problematic aspects of this process of genre definition and classification are reviewed by Barbara K.
Lewalski, “Introduction: Issues and Approaches,” in Renaissance Genres: Essays on Theory, History, and Interpreta-
tion, ed. Barbara K. Lewalski (Cambridge, Mass.: Harvard University Press, 1986), pp. 1–12, esp. pp. 1–2.
Lewalski notes the persistence of such classifications in the “elaborate synchronic genre systems devised by
structuralists” (ibid., p. 1), although it must be said that Russian Formalist-Structuralist literature on genre
theory, while aiming for definition through the identification of “genre-markers,” did allow for the dynamic
existence of genre. See Boris Tomashevsky, “Literary Genres,” Russian Poetics in Translation 5 (1977): 52–93;
esp. 52–53 (first published in Teoriya literatury: poetika, 4th ed. [Moscow-Leningrad, 1928], pp. 158–200). Cross-
cultural comparisons of genre theory are uncommon, but one that introduces the problems of assumed ho-
mologies and cognitive classes is Earl Miner, “Some Issues of Literary ‘Species,’ or ‘Distinct Kind,’” in Re-
naissance Genres: Essays on Theory, History, and Interpretation, ed. Barbara K. Lewalski (Cambridge, Mass.: Harvard
University Press, 1986), pp. 15–44, esp. pp. 21–28.
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other. In this way it becomes possible to discern patterns of convergence in, and diver-
gence from, a specific literary practice and hence to understand how the reader appre-
hended a genre against or through which the new preface was composed.24

Although a significant number of prosody manuals exist for Arabic and Persian literary
traditions,25 discussing the practice of their composition was apparently not an activity to
which littérateurs habitually turned. The authors of prefaces do not say why or how they
composed their texts, and the state of scholarly literature about these prosody manuals is
such that many questions about literary practices and criticism remain unanswered.26 Thus,
deducing literary practices is only possible through a study of the texts themselves and the
occasional references made by authors to their craft.27 Indeed, preface authors did the same
thing: when composing new prefaces they consulted earlier ones from albums and written
texts available in sources like the insh§"s. Aspects of style and language and the rules of
performance were acquired through knowledge of precedent and absorbed, assimilated,
and perfected by practice.

Murvarid’s “Composition for an Album” (Insh§"-yi muraqqa#) for Mir #Ali Shir Nava"i, 1491–92.
Murvarid opens the preface with the image of the creation of the “multicolored album of
the marvelous creation of the heavens”28 followed by a series of quotations from the Ko-

24 Faced by the absence of scholarship on genre in Persian literature, I have turned to comparative studies
on the subject, bearing in mind the problems and shortcomings of such a move. I have found Todorov’s study
of genre particularly insightful, especially the concept of “horizon of expectations” which he derived from
Husserl’s phenomenology of perception, used extensively by Jauss in his work on reception. See Tzvetan Todorov,
Genres in Discourse, trans. Catherine Porter (Cambridge: Cambridge University Press, 1990). Malti-Douglas has
examined aspects of structure and organization in works of adab. She notes that the character of a work of
adab is identifiable through its selection and arrangement of “micro-units.” After Kilito, she considers these
units to be “reported discourse,” a notion of genre related to Todorov’s (Fedwa Malti-Douglas, “Structure
and Organization in a Monographic Adab Work: Al-TaãfÊl of al-KhaãÊb al-Baghd§dÊ,” Journal of Near Eastern
Studies 40, 3 [1981]: 227–45; esp. 228). For a brief discussion of genre in Arabic poetry, see Seeger A. Bonebakker,
“Poets and Critics in the Third Century A.H.,” in Logic in Classical Islamic Culture, ed. G. E. von Grunebaum
(Wiesbaden: Otto Harassowitz, 1970), pp. 85–111, esp. p. 98.

25 Among these studies are Wen-chin Ouyang, Literary Criticism in Medieval Arabic-Islamic Culture: The Making
of a Tradition (Edinburgh: Edinburgh University Press, 1997); Wolfhart P. Heinrichs, The Hand of the North Wind:
Opinions on Metaphor and the Early Meaning of Isti#ara in Arabic Poetics (Wiesbaden: Franz Steiner Verlag, 1977);
idem, “Literary Theory: The Problem of Its Efficiency,” in Arabic Poetry: Theory and Development, ed. G. E. von
Grunebaum (Wiesbaden: Otto Harassowitz, 1973), pp. 19–69; EI2, s.v. “TadjnÊs” (W. P. Heinrichs); Clinton,
“’ams-i Qays on the Nature of Poetry”; and idem, “Esthetics by Implication,” pp. 73–96. Additional Persian
prosody manuals are listed in Tauer, “Persian Learned Literature from Its Beginnings up to the End of the
18th Century,” pp. 433–34.

26 In her essay on metaphor (isti#§ra), Meisami notes that many of the early Persian manuals of prosody
are based on Arabic ones without too much critical analysis. In an analysis of a few manuals, she is able to
demonstrate changes in the definition of metaphor across the Persian examples but emphasizes the “need for
a comprehensive study that would trace developments in poetic practice through the comparison of different
poets and of usage in different periods” (EIr, s.v. “Este#§ra” [ Julie S. Meisami]). At this time the study of
Arabic prosody is more developed than Persian prosody although some of its principles can be applied to
Persian.

Of great interest are possible continuities in the science of rhetoric as a social practice. Numerous conti-
nuities are apparent between classical writers and early Arab ones and beyond. For example, see Kamal Abu
Deeb, “Al-Jurj§nÊ’s Classification of Isti#§ra with Special Reference to Aristotle’s Classification of Metaphor,”
Journal of Arabic Literature 2 (1971): 48–75. For some of the problems involved in this connection, see Heinrichs,
“Literary Theory: The Problem of Its Efficiency,” esp. pp. 32–33.

27 As noted by Clinton, “Esthetics by Implication,” p. 74.
28 muraqqa#-i mulamma#-i badÊ# al-ibd§#-i sipihr.
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ran—including 91:3–4, “The night when it covers him over, the day when it reveals his
radiance”;29 and 81:17–18, “The closing night, the rising dawn”—and two hadiths—“The
pen dried up with what would be [until doomsday],”30 and a reference to God’s creation
with “the first thing that God created was the pen”31—then two additional quotations from
the Koran 3:47, “He says ‘Be!,’ and it is,” and 7:154, “Inscribed on them was guidance
and grace.” The last quotation referred to the tablets given to the prophet Moses. Murvarid
then goes on to say that studying the “fine meanings of the Koran” and the “seven tradi-
tions” for the creation of archetypes and forms was important, and adding that such a pursuit
is not possible without rhetorical terms (alf§í), tropes (#ib§ra), words (aqv§l), and metaphors
(isti#§ra).32 Ideas are preserved and immortalized through time only by the book and by
writing. Reinforcement is provided by a poem that stresses the importance of books for
allegory and topoi, concluding, “If there were no flowing streams in the orchard/no trace
of flowers and basil would remain” (zi §b salsalh§ dar chaman agar nabåd/ nam§nad az gul va

rayÈ§n ba-b§gh hÊch asar).
In his next section Murvarid notes the degrees and ranks for each craft of refined art-

work and every form of art: people who strive to reach the highest level in them, he says,
should guard against pride. A poem attributed to #Ali b. Abi Talib, son-in-law of the Prophet
Muhammad and first Shi#ite imam, is cited as an example of the benefits and value of cal-
ligraphy:

He who, if he struck his vengeful sword at the infidels’ head,
would cast them from the blackness of unbelief into the darkness of non-being.

And if his gem-scattering pen began to move,
at every minute it would obtain bounty from the origin of the tablet and pen.33

(§n-ki tÊgh-i qahr agar bastÊ ba-sar kuff§r r§
az sav§d-i kufr afgandÊ ba-íulm§t-i #adam

va §n-ki gar kilk-i gawharb§rash ba-junbish §madÊ
y§ftÊ har laÈía fayî az mabd§"-yi lawÈ va qalam)

The importance accorded to #Ali b. Abi Talib in the prefaces, where his roles as calligra-
pher and inventor of Kufic and illumination are stressed and augment the status of both
activities, took on a particular resonance among the Shi#ite audience of the Safavid court.
Murvarid continues with another of #Ali’s sayings, “I recommend to you the beauty of cal-
ligraphy for it is among the keys to sustenance.” He then makes a logical equation between
#Ali’s involvement with calligraphy—a meritorious and noble craft34—and the value attached
to such a pursuit, citing calligraphic specimens that #Ali left to posterity. He adds a poem
in praise of #Ali:

29 Here the order of verses 3 and 4 is reversed.
30 jaffa al-qalam bim§ huwa k§"in.
31 awwal m§ khalaqa All§h al-qalam.
32 Believing the album to have been a collection of poetry, Subtelny interprets this passage as an apology

for the poetic art. See Subtelny, “The Poetic Circle at the Court of the Timurid Sultan,” p. 66.
33 The last line is especially rich in meaning. Fayî also has the sense of a vessel brimming over with liquid,

of copiousness and emanation, while mabd§" can refer to a source, a principle. Together they conjur up an
image of the pen brimming over with liquid, ink in the pen’s case, emanating from the divinely preserved
tablet and pen.

34 qadr va sharaf-i Ên fann.
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Like an unbored pearl from the ocean of sanctity
is every point that came from his pearl-scattering pen.

You say it was as if his fingers were in the hands of the Omnipotent
as if the reed in his miraculous fingers were a sign of Him.

(n§ sufta gawharÊ ast zi baÈr-i val§yatash
har nuqãa k§mad az qalam-i dur-fish§n-i å

gå"Ê ki båd dar yadd-i qudrat an§milash
chun kh§ma dar an§mil-i mu#jiz nish§n-i å)

Murvarid returns to a saying, “Your offspring have studied writing because writing is one
of the endeavors of kings and sultans.” This is meant to urge the reader to strive for per-
fection in calligraphy. The foundation for success lies in the imitation of calligraphic ex-
amples by those who have practiced this art.

At this point Murvarid turns to the album. He outlines the process of gathering materi-
als and mentions that the objective of the album’s collector was to provide a means for
protecting its separate pieces (ajz§") in a solid and strong binding ( jild-i ma"mål va maÈfåí).
Some of the materials listed for inclusion in it are pages (awr§q), pieces (ajz§"), histories (as§ãÊr),
royal mandates/diplomas (man§shÊr) among other things (va ghayr zalika) that had been as-
sembled (ki mujma# gashta).35 A few calligraphers (ba#îÊ fuîal§"-yi khaãã shin§s) and artists (#uraf§"-

yi hunar iqtib§s) busied themselves working on it until “a worthy arrangement and fitting
decoration were brought into being.”36 He gives the date of completion as 897 (1491–92),
and notes that portions of the concluding poem yield a chronogram for the date. The poem
is complex in its imagery:

So long as this album ornaments the book of the world,
Mercury will use it to derive his order.

So long as its camphor-like whiteness becomes appealing because of its script,
at every moment it will surpass youths in excellence.

Virgo casts her shadow on the pages of constellations Lyre and Eagle
so long as powdered musk is scattered over silvery strata.

If someone asked about its completion, [as] a chronogram,
I would say “The pages were gathered to form an album.”

35 The terms used for the album’s contents and the fact that he mentions a group of poets assembled to
make the album led Subtelny to conclude that this preface was composed as an introduction to an anthology
of poetry (ibid., p. 62). The terms used by Murvarid—as§ãÊr and man§shÊr—are used by Khvandamir when he
refers to the insh§" of both Murvarid and Isfizari. The album may have been composed entirely of calligraphies
and poems, as opposed to other categories of materials like paintings and drawings. It is not likely that the
term muraqqa# would be used for an edition of collected poetry, most commonly referred to by such words as
dÊv§n, jung, safÊna, or kullÊyat.

One extant album dating to the early sixteenth century is composed of calligraphic exercises written in
nasta#lÊq by Sultan #Ali Mashhadi and Shah Mahmud al-Nishapuri (Dublin, Chester Beatty Library, ms. no.
179). It comprises eight folios (242 x 159 mm; written surfaces 127 x 75 mm) stitched into a lacquer binding.
The calligraphies were executed as single sheets of paper that were gathered and framed in margins of col-
ored paper sprinkled with gold. The album begins with Koran 1 (fol. 1b), and a saying attributed to the Prophet
Muhammad (fol. 2a); fol. 2a is signed by Sultan #Ali Mashhadi. Subsequent pages (fols. 2b–7a and fols. 7b–
8a) are a series of texts signed by Shah Mahmud al-Nishapuri (fol. 7a, “at Tabriz”). The book offers an inter-
esting variation on sixteenth-century albums and a possible parallel to the contents of the album described
by Murvarid. This book was assembled from calligraphies using a process then current for manuscript pro-
duction, but these aspects of its structure are equally prevalent in album making. Further, its definition ac-
cording to famous calligraphers and by specific texts also makes it similar to albums.

36 chun§nchi í§hir ast tartÊbÊ l§"iq va tazyÊnÊ muv§fiq d§dand.
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(t§ nuskha-yi jah§n r§ zÊnat shud Ên muraqqa#
y§bad az å #uã§rid dar k§r-i khud nasaqh§

k§får gån bay§îash t§ gasht dilkash az khaãã
har dam barad ba-khåbÊ az naw-khaãã§n sabaqh§

bar ßafÈah§-yi nasrÊn and§kht s§ya-yi sunbul
t§ rÊkht mushk-i såda bar sÊm-gån ãabaqh§

pursad agar kas az fann-i ta"rÊkh ikhtit§mash
gåyam pay-yi muraqqa# jam# §mada varaqh§)

The fifth hemistich could also convey the image of a hyacinth casting its shadow over fields
of wild rose, but the constellation imagery makes more sense because of the following line
of musk sprinkled on heavenly strata.

Khvandamir/Amini’s Preface to an Album made by Bihzad (before 1523). Khvandamir/Amini’s preface
begins with an encomium to God, referred to as the “immortal” or “incomparable” painter
(naqq§sh-i azal), and in it His creative act is likened to the arranging of an “album with the
heavens for its leaves,”37 but without pigments or pen (bÊ-rang va qalam). To emphasize God’s
creative act by speech alone, he cites Koran 3:47, “[He says] ‘Be!,’ and it is.” Creation is
then compared to a workshop of variegated paintings of changing colors.38 Khvandamir/
Amini turns to God’s fashioning of man, this time by reference to Koran 40:64 (“. . . who
fashioned you and gave you excellent form”); and 17:70 (“. . . and exalted them over many
of Our creatures”).

He further develops the imagery of God’s creative act in a masnavÊ, by referring to mate-
rials (pigments), and implements (brush and pen):

When the divine pen wrote forms,
man became the manifestation of learning and skill.

When He hastened to reveal His skill,
the page of days was ornamented by Him.

(kilk-i il§hÊ chu raqam zad ßuvar
maíhar-i faîl va hunar §mad bashar
dar pay-yi iíh§r-i hunar chun shit§ft

ßafÈa-yi ayy§m az å zÊb y§ft)

Creation becomes an act of writing and of depicting:

The beauty of the writing and the beguiling image [painting/drawing]
drives patience from the learned man’s thought.
The eye is favored for seeing the writing’s form

but the heart is ignorant of its meaning.
Its form and meaning are praiseworthy,

they brighten the pupil of the eye.
(Èusn-i khaãã va ßårat-i mardum farÊb

mÊ-barad az kh§ãir-i d§n§ shakÊb
dÊda shud az ßårat-i khaãã bahravar

dil båd az ma#nÊ-yi å bÊ khabar
ßårat va ma#nÊyash pasandÊda ast
når-dih-i mardumak-i dÊda ast)39

37 §r§st muraqqa#Ê zi awr§q-i sipihr.
38 ba-Êj§d-i ßuvar-i k§rkh§na-yi båqalamån muta#allaq shud.
39 The final bayt employs the concept of form (ßårat) and meaning (ma#nÊ), which among other things signi-
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Returning to prose and to the “excellence of writing,” Khvandamir/Amini cites more
Koranic verses in support of the benefits of calligraphy. He then turns to the “human soul’s
savoring of design and depiction.”40 In an excursus into history, the preface brings the two
occupations—calligraphy and depiction—together, claiming their continued practice by the
noblest of Adam’s offspring since the beginning of time. In the next segment he deals with
the album directly, noting the identification of important practitioners in the preface, and
the inclusion of their calligraphies, paintings, and drawings in the album compiled ( j§mi#)
and arranged (murattab) by Bihzad.

A lengthy encomium to Bihzad, “the wonder of the age” (n§dir al-#aßr), follows. In it Bihzad
is compared to Mani, founder of Manichaeism and painter of extraordinary skill, whom
he has surpassed in the art of painting. The poem’s last two distichs praise Bihzad’s ar-
rangement:

The beauty of these pages is a thing
that further perfects these rarities.

As for the calligraphy’s form and the painting’s beauty
no other page could have been written like it.

(k§r ast jam§l-i Ên ßaÈ§’if
afzåd kam§l-i Ên ãar§’if

dar ßårat-i khaãã va Èusn-i taßvÊr
zi Ên s§n varaqÊ na-y§ft taÈrÊr)

The album even rivals the “album of the sky” (muraqqa#-i sipihr). Its calligraphies are de-
scribed as “pearls brought forth by the bejeweled pen of the diver from the sea of the inkwell
to the shore of these folios”;41 its paintings, memorials (ma"§sir) of their makers, are trans-
ferred (naql namåda) from the heart’s tablet to the pages of this book42 and are compared to
houris who enchant the soul.43 Khvandamir/Amini finishes his praise of the album in a
poem (qiã#a) whose dominant image compares the album and its contents to a sea contain-
ing pearls:

Every coveted pearl that is nourished in the ocean of contentment,
is to be found in this sea [i.e., album].

Like beauty, it lights the torch of the eye,
like the meeting of lovers, it seizes every heart.

(har gawhar-i mur§d ki dar baÈr-i khåshdilÊ
parvarda-and jumla dar Ên baÈr È§sil ast
hamchun jam§l mash#ala afråz-i dÊda ast

hamchun vaßß§l khurramÊ andåz-i har dil ast)

As a conclusion he comments on the task of composing a description worthy of the album,
underscoring that only certain people are capable of doing so. He then adds yet another

fies the relationship between exoteric and esoteric meanings. It is a commonly used vocabulary in poetry imbued
with Sufi themes and related to Neoplatonic concepts. It is one of many recurring motifs regarded as a cliché
because of its ubiquity (see Dickson and Welch, Houghton Shahnameh, 1:260, n. 1). For an expanded discussion
of form and meaning, see Yves Porter, “La forme et le sens: à propos du portrait dans la littérature persane
classique,” in Pand-o Sokhan, ed. Christophe Balay, Claire Kappler, and ¥iva Vesel (Tehran: Institut Français
de Recherche en Iran, 1995), pp. 219–31.

40 va iltiz§z-i nafs-i basharÊ az naqsh va taßvÊr.
41 har qaãra ki ghavv§ß-i qalam-i gawhar b§r az lujja-yi dav§t ba-s§Èil-i Ên awr§q ras§nÊda durrÊ ast.
42 az lawÈ-i dil bar ßaÈ§yif-i Ên kit§b.
43 Subtelny, “The Poetic Circle at the Court of the Timurid Sultan,” p. 36.
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poem praising Bihzad, and ends with a blessing on God, the Prophet Muhammad and his
family.

Muhammad Salih’s Preface to an Album for Vali Muhammad, 1609. Muhammad Salih begins his
preface with a poem praising God that describes His act of inscribing the events of time:

There is no friend sweeter in this world than a book
in the house of sorrow that is the world; there is no consoler [like a book].

Every moment in the corner of loneliness from it [the book]
are one hundred comforts and never an affliction.

Praising You is the pen’s language,
paper became camphor-strewing in gratitude to You.
From Your prowess, the pen became musk-scattering,

by Your writing, the leaves of the world acquired impression.
(khvushtar zi kit§b dar Ên jah§n y§rÊ nÊst

dar gham-kada-yi zam§na gham-khv§rÊ nÊst
har laÈía az å ba-gusha-yi tanh§"Ê
ßad r§Èat hast va hargiz §z§rÊ nÊst

ay Èamd-i tu kh§ma r§ buvad vard-i zab§n
k§ghaz shuda az shukr-i tu k§får fish§n
az qudrat-i tu qalam buvad mushk faz§Ê
awr§q-i jah§n az raqamat y§ft nish§n)

A prose passage then praises creation with the help of Koranic excerpts. Creation is a var-
iegated album, a painting of colored patches; the heavens are ornamented with stars in
accordance with the decree (tawqÊ#), “He decked the nearest heavens with ornaments of
stars” (Koran 37:6). Next the Prophet Muhammad is praised.

Muhammad Salih then moves into a statement about the benefits that accrue from con-
templating calligraphic specimens and praises the album’s arrangement (tartÊb) and deco-
ration (tazyÊn); its works possess perfect grace and ineffable freshness. Vali Muhammad is
invoked as the patron of the album, and his extensive titles are listed. It was because his
opinion inclined to a “compilation of sweet calligraphies by the calligraphers of the world,
colored specimens of worthy scribes, assemblies of paintings by masters of the profession,
and the tablets of right-thinking limners”44 that an album was assembled.

Muhammad Salih continues praising the album with a metaphor that likens its calligraphies
to a collection of precious brides (#ar§"is-i naf§"is) housed in the tent’s bridal chamber of
concealment (dar Èijla-yi ikhtif§"), and praising God and His creation: He is the “binder of
the workshop ‘Be!,’ and it is,”45 who sewed creation together using the rainbow for stitches.
The benefits of speech and discourse lie especially in their use for praising and recollecting
God. A poem amplifies the idea of praising God, its final couplet a prayer of completion
that reads, “. . . until heaven’s album is colored by the light of the fixed stars.”46 The poem
introduces the final segment of the preface in which distinctions between Creation and created
object—that is, the album—are blurred. Referring to Creation as “pages,” God is likened
to a jeweler (muraßßi#) who ornaments them with “intimate assemblies” (maj§lis-i uns), and

44 bar jam#-i khuãåt-i shÊrÊn-i khushnivÊs§n-i §f§q va muqaããa#§t-i rangÊn-i khaãã§ã§n-i b§ istiÈq§q va maj§lis-i taßvÊr-i
ust§d§n-i hunar-i pÊsha va alv§È-i muzahhib§n-i ßav§b andÊsha.

45 mujallid-i k§rkh§na-yi “kun fayakånu” [Koran, 2:117].
46 t§ muraqqa#-i gardån az anv§r-i kav§kib-i sav§bit mulamma# b§shad.
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who “shed light on the eyes of the inhabitants of Paradise.”47 The final poems are two
quatrains which draw a parallel between creation (“This rare meadow which refreshes the
soul/ is beautiful writing by the musk-sprinkling pen”)48 and the “new album.”49 The album’s
pages are “the envy of the rose gardens of Iram.”50 A chronogram ends the second qua-
train, followed by a colophon where Muhammad Salih signs his name and begs for God’s
mercy, which completes the preface.

These summaries demonstrate that the three prefaces have much in common. Their over-
all structure consists of an opening passage in praise of God and Creation, followed by a
passage on the excellence of calligraphy and depiction, and concluding with a segment that
refers specifically to the album, its inception, the process of its formation and its compiler(s).
Next comes praise of the album and compiler, and they end with a date of completion or
a blessing. Muhammad Salih uses similar motifs but some elements are rearranged in se-
quence and other motifs recur. For example, the praise of both creation and the album is
repeated at the end of the preface, giving Muhammad Salih an opportunity to deploy still
more images that link God-made creation to the man-made album and to display his knowl-
edge and a host of figures of speech.

The prefaces composed by Mir Sayyid Ahmad and Shah Quli Khalifa are also similar
to these three examples. The former’s preface for album H. 2156 was based on Murvarid’s.
Shah Quli Khalifa’s preface further develops the theme of praise through an expansion of
each topic while observing the general sequence: praise of God and Creation, praise of
the Prophet Muhammad and #Ali b. Abi Talib, the amm§ ba#du transition,51 Shah Tahmasp’s
order for an album and Shah Quli Khalifa’s execution of it, praise of Shah Tahmasp, and
thanks at the album’s completion. After a break, which might indicate the division of dÊb§cha

(preface) from kh§tima (epilogue), though neither is marked by a rubric, the preface con-
cludes with further praise of the album and praise of Shah Tahmasp, and the hope that if
those looking at the album find omissions or faults, they will emend them and forgive.

The most significant difference between these examples and the later ones by Dust
Muhammad, Malik Daylami, Mir Sayyid Ahmad, Shams al-Din Muhammad, and
Muhammad Muhsin is their slight tendency to be art historical in approach and the ab-
sence of lists of names, short biographies, and anecdotes. Murvarid makes only passing
reference to #Ali b. Abi Talib, noting works by him, and to other calligraphers whose works
are used as models. The people working on the album project are also not named, but
referred to only as “calligraphers” and “artists.” When Khvandamir/Amini identifies the
album’s compiler, he remarks that both calligraphy and painting have been practiced since
the beginning of time by the noblest of Adam’s descendants and that his introduction will
identify these important practitioners, though in fact it never does. The absence of long
lists of figures important to the history of art is all the more puzzling because it does not
correspond to contemporary patterns in biographical writing. Khvandamir included many
short biographies of artists and calligraphers in his \abÊb al-siyar; Dawlatshah did the same

47 va når zad§"Ê #uyån-i s§kin§n-i quds b§d.
48 Ên ãurfa chaman ki t§za s§zad j§n r§/ zÊb§ raqamÊ ast kilk-i mushk afsh§n r§.
49 Ên ãurfa muraqqa#.
50 har ßafÈa-yi å ast rashk-i gulz§r-i iram.
51 Dust Muhammad, Shah Quli Khalifa, and Malik Daylami were the only authors to use this transitional

phrase in their album prefaces.
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in his Tazkirat al-shu#ar§" (Biography of Poets, 1487). Sultan #Ali Mashhadi’s ‘ir§ã al-suãår

(Way of Lines of Writing, 1514) also contains references to key figures in the history of
calligraphy, though his primary focus is on advice about the practice, methods, and mate-
rials of calligraphy.

That Murvarid’s and Khvandamir/Amini’s prefaces are in insh§" may offer an explana-
tion for the absence of lists of practitioner’s names. Their main function was to provide a
good example to the writer composing his own preface. Murvarid and Khvandamir/Amini
operate within the genre by using the requisite motifs and selecting choice quotations from
the relatively narrow repertoire. The result is a framework of ideas and images that can be
broken at different points for interpolations of prose or poetry, and expanded or shrunk
according to the requirements of the new preface.

One wonders whether Murvarid’s and Khvandamir/Amini’s prefaces were intended as
the final texts for the albums which they so clearly describe. They might constitute very
polished and accomplished drafts, or prototypes suitable for insh§" because they are con-
cise in their treatment of the most important aspects and elements of the genre. Khvandamir/
Amini’s reference to the list of names of famous practitioners in his muqaddima, which does
not in fact appear, would tend to support the hypothesis that the preface is not represented
here in its final form,52 but the examples of Shah Quli Khalifa and Muhammad Salih sug-
gest that a preface in its final form need not include names of specific practitioners.

A second group of prefaces does include lists of names (e.g., calligraphers, painters, drafts-
men, limners), in addition to abbreviated biographical notes, occasional anecdotes and stories,
and references to the practice and reception of art. Two examples summarized here are
the prefaces by Dust Muhammad and Shams al-Din Muhammad.

Dust Muhammad’s Preface to the Bahram Mirza Album, 1544–45. Dust Muhammad’s preface to
the Bahram Mirza album opens with God inscribing the events of creation on the pre-
served tablet (lawÈ al-maÈfåí), supported by a hadith, “The pen dried up with what would
be until the Day of Judgment.”53 This is followed by God’s act of creation, His rationale is
given in the famous tradition, “I was a hidden treasure . . . that wanted to be known so I
created creation in order to be known.”54 With the assistance of the pen, the first thing
God created, He portrayed on the “slate of existence” (takhta-yi hastÊ). Creation is likened
to a mirror (§"Êna-yi kard§r) wherein names and traces were manifest (maíhar-i asm§ va §s§r).
The seven heavens, stars, sun, and moon are next described. For this Dust Muhammad
employs terms connected with the arts of the book and colors—ruling ( jadval), page (ßafÈa),
white (safÊd§b), azure (l§jvardÊ), vermilion (shangarf )—as he develops the imagery of God making
the sum total of creation. God also makes black pens from the eyelashes of houris and draws
beautiful locks of hair on the “face of day” (ba-rå-yi råz). Dust Muhammad then cites Ko-
ran 54:50, where God’s creative act is said to have occurred in the “twinkling of an eye.”
God created both Jesus and Adam by an act of speech alone after He had fashioned them

52 Subtelny has remarked on the incomplete nature of many texts compiled in insh§" manuals and suggests
that “only that part of the document was included that the writer thought was an illustration of good style.”
See Subtelny, “The Poetic Circle at the Court of the Timurid Sultan,” p. 61.

53 jaffa al-qalam bim§ huwa k§’Ên ill§ yawm al-dÊn.
54 kuntu kanzan makhfiyan fa aÈbabtu in #urifa fa khalaqtu al-khalaq l§ #arafa.
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from dust. He breathed life into Jesus (Koran 15:29, 38:72). A poem follows on God and
His Creation.

Adam is the next object of praise. His is the first “portrait” (paykar) to be made on the
page of existence, a tree nourished with the water of mercy and beauty (§b-i raÈmat va jam§l),
whose branches produced flowers of saintliness (kar§mat) and guidance (hid§yat). Adam’s beauty
is likened to Joseph’s; it provokes astonishment (Èayrat), wonder (ta#ajjub), and confusion (tashvÊr)
in people:

The Eternal artist who drew that black script
O Lord, such wondrous forms are in His pen.
(naqq§sh-i azal ki §n khaãã-i mushkÊn raqam-i å ast

y§ rabb chi raqamh§-yi #ajab dar qalam-i å ast)

Next comes praise of the Prophet Muhammad. Through his prophecy he has abrogated
“one thousand books” (hiz§r n§ma) and past laws (qav§#id) and rules (iÈk§m). Again a lan-
guage of the arts of the book and calligraphy figures strongly, especially in a lengthy poem
in praise of the Prophet whose predestination is confirmed by the hadith, “I was a Prophet
when Adam was between water and clay.”55

After noting the necessity of praising God, Dust Muhammad mentions the obligation of
paying respect to the Twelve Imams who were the signs of God’s messenger. A poem praises
the imams and ends in a prayer for the continuance of their offspring, and, as we move
back into prose, the last of the imams’ descendants, Shah Tahmasp, is introduced, followed
by a list of titles and honorifics. This provides the opening needed to praise Bahram Mirza,
who is likened in a couplet to kings Faridun, Jamshid, Alexander, and Dara, and to turn
to Bahram’s order that the album be made, and Dust Muhammad introduces himself as
the scribe (k§tib) who will arrange and ornament it.

Dust Muhammad then turns to the subject of calligraphy, noting that such an introduc-
tion is necessary in the album without saying why. He covers the early history of writing
beginning with Adam and Enoch and the invention of different forms of writing by proph-
ets and wise men; he credits Ya#rub b. Qahtan, identifiable as a progenitor of the Arabs ,
with turning ma#qilÊ script into Kufic, making him its inventor, and #Ali b. Abi Talib its
perfector. Ibn Muqla, a vizier during the reign of al-Muqtadir (r. 908–32), learns three
scripts—thuluth, muÈaqqaq, and naskh—from #Ali b. Abi Talib in a dream, but then his fin-
gers were removed as punishment for alleged treason (he used his left hand to teach his
daughter). Ibn Bawwab was a “student” of Ibn Muqla.

Several centuries are passed over, and we next meet Shaykh Jamal al-Din Yaqut, whom
Dust Muhammad identifies as active during the rule of the last Abbasid caliph al-Mustansir
(r. 1226–42). Yaqut received instruction from Ibn Bawwab, though this must certainly re-
fer to the study of models and not direct pedagogy. When Yaqut had perfected these scripts,
he transmitted this skill to six students who are then given permission to sign their calligraphies
with Yaqut’s name. The six students are divided into two regional schools—of Khurasan
and Iraq—in later generations. Dust Muhammad notes how one, Master Pir Yahya al-
Sufi, did not study directly (bÊ-v§siãa) with Khvaja Mubarakshah, thus introducing the no-
tion of stylistic affiliation as opposed to direct pedagogical instruction. The next genera-

55 kuntu nabiyyan wa $dam bayna al-m§" wa al-ãÊn.
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tion of calligraphers in the six scripts is then introduced, their pedagogical filiations traced,
and aspects of their achievements mentioned. The section closes with the mention of the
ta#lÊq script, its inventor Khvaja Taj al-Din Salmani, and it major exponents up to the Safavid
period.

The next section, subtitled “Explanation of the Masters of Nasta#lÊq Script,”56 begins with
the “qibla of scribes” Khvaja Zahir al-Din Mir #Ali Tabrizi inventing nasta#lÊq: “the descent
of this chain can be traced no further back than him.”57 A long list of the exponents of
nasta#lÊq follows; pedagogical filiations are listed, praise is accorded to some, particular qualities
are identified. A bifurcation of the nasta#lÊq style is hinted at when Dust Muhammad intro-
duces calligraphers Sultan #Ali Mashhadi and his contemporary Mawlana Nizam al-Din
#Abd al-Rahim Khvarazmi (known as Anisi), both active during the late fifteenth century.
Some students of Sultan #Ali Mashhadi are identified, and one of them, Mawlana Sultan
Muhammad Nur, is singled out for extended praise. To list all the names or discuss all the
works of those in the chain (silsila) would be impossible but because their calligraphies are
included in this tome (mujallad) the “description of the beautiful form and praise of grace
of the pen of this group”58 will be “placed before the gaze of those endowed with sight and
knowledge.”59 The section on nasta#lÊq closes with the Arabic bayt:

Verily, our works point to us;
so gaze after us at our works.

(inna §th§rn§ tadullu #alayn§
fa aníurå ba#dan§ ill§ al-§th§ri)

The next major section, “Introduction to Artists and Limners of the Past”60 is given over
to the arts of depiction, Dust Muhammad connects the arrangement (tartÊb) and decora-
tion (zÊnat) of Korans to the pen (qalam), design (ãarÈ), and form (raqam) of the “masters of
this noble craft.”61 He claims that #Ali b. Abi Talib was the first to ornament Korans and
to develop the style of decoration that was later called isl§mÊ (a variant on islÊmÊ). He iden-
tifies Daniel as the originator of depiction (taßvÊr), recounting how the companions of the
Prophet journeyed to Byzantium to meet with the emperor Herakleios and were shown a
chest containing portraits of the prophets who came after Adam and culminated in
Muhammad. God sent the chest to Adam, and Daniel had made copies of the portraits
that the box contained. The line of depiction had continued since that time and the prac-
tice of drawing and painting was justified. The next transition is to Jesus and then to Mani,
where he tells an anecdote about Mani’s Artangi Tablet, a silk painted with various images,
and how it was received by potential converts to Mani’s religion. He mentions another
“master of the past” (mutaqaddimÊn) named Shapur and suggests that the reader consult the
Khamsas for further details about both him and Mani.

Dust Muhammad introduces the modern tradition through the person of Ahmad Musa,
a contemporary of Sultan Abu Sa#id Khudaybanda (r. 1317–35), whom he credits with
the invention of the style of depiction still practiced in the Safavid period. He lists some of

56 bay§n-i ust§d§n-i khaãã-i nasta#lÊq.
57 intis§b-i Ên silsila r§ az Êsh§n taj§vuz d§da ba-dÊgarÊ na-mÊ-tav§n ras§nÊd.
58 ta#rÊf-i Èusn-i raqam va tawßÊf-i luãf-i qalam-i jum§#atÊ.
59 ba-naíar-i arb§b-i baßar va baßÊrat b§z mÊ-guz§rad.
60 muqaddima-yi naqq§sh§n va muzahhib§n-i m§îÊ.
61 ust§d§n-i Ên fann-i sharÊf.
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the manuscripts for which Ahmad Musa executed paintings (they were later owned by the
last Timurid Sultan Husayn Mirza) before he continues the genealogy of transmission—as
he did for calligraphy—by naming masters and their students and patrons who sponsored
artists. When he reaches Baysunghur, son of Shahrukh and grandson of Timur, he describes
an anthology that Baysunghur commissioned and the team which he assembled to make
it. The narrative of transmission picks up again when the anthology is completed with Ulugh
Beg introduced as the next patron of significance, followed by three artists—Amir Ruh
Allah, Mawlana Vali Allah, and Bihzad—all active during the late fifteenth century. He
singles out Bihzad for particular praise, noting his numerous works in the album and men-
tioning that he had served Shah Tahmasp.

The next section, “Mention of Scribes of the Royal Library,”62 is devoted to contempo-
rary calligraphers, including himself. He has spent his life in service and part of that time
praising an unidentified person, whom he addresses in the second person singular, pre-
sumably Bahram Mirza.

A lengthy rubric introduces the next section as the painters and artists (mußavvir§n va

naqq§sh§n) of the royal library. Because scribes (kutt§b) are “mentioned in every section of
this preface”63 artists will also be listed according to reputation, beginning with Sultan
Muhammad, followed by Aqa Jalal al-Din Mirak al-Husayni al-Isfahani and Mir Musavvir.
Next come references to limners of the royal library, again arranged according to reputa-
tion.

The preface closes with a prayer (du#§) in which Dust Muhammad expresses the wish
that Bahram’s book (n§ma-yi sh§hz§da Bahr§m) will endure as long as Bahram (Mars) remains
at the apex of the heavens. A chronogram (ta"rÊkh) is in a poem of five rhymed couplets
where an angel praises the album’s completion and its calligraphy, depiction, and illumi-
nation. Bahram Mirza is extolled and the date of completion is given in the last line in a
chronogram which combines Bahram’s name, title, and virtue.

Shams al-Din Muhammad’s Preface to an Album for Shah Isma#il II, before 1577. Shams al-Din
Muhammad’s preface opens on a double-page illuminated frame, with captions above and
below the prefatory text written in a white thuluth on gold.  The beginning of the album is
given as 976 (1564) in holy, praiseworthy Mashhad, and its completion as 984 (1577) dur-
ing the “days of the reign of the greatest and noblest sultan, the most just and wise em-
peror, Abå al-Muíaffar Sulã§n Sh§h Ism§#Êl al-‘afavÊ al-\usaynÊ.” It praises God and His
Creation, drawing on the image of creation as a changeable album, and adduces the Koranic
verse, “You make the night succeed the day, the day succeed the night” (3:27). The album
of creation was ordered from pages of vernal and autumnal colors and bound together with
the stitches of His benevolence. The Prophet Muhammad is praised and the segment closes
with a reference to #Ali b. Abi Talib.

Shams al-Din Muhammad then moves to the benefits of writing that “elevates discourse,”
supported by the verse, “Read, for your Lord is most beneficent, who taught by the pen”
(Koran 96:3–4), and the hadith, “the first thing God created was the pen.” A poem elabo-
rates upon the motif:

62 zikr-i kutt§b-i kit§bkh§na-yi sharÊfa-yi a#l§-yi hum§yån.
63 dar Ên dÊb§cha az har b§b mazkår.
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verse: Existence took form by the pen
and it takes its brilliance from the candle of the pen.

masnavÊ: Writer of marvels, ruddy cloaked reed
with two tongues but silent in speech.

A resplendent cypress in stature spreading shade
that draws its night-tresses underfoot.

Straight as an arrow, in nature like a bow
that hides the countenance of day with dark night.

(naím: hastÊ zi qalam raqam pazÊr ast
va zi sham#-i qalam furågh gÊr ast

masnavÊ: ãurfa nig§rÊ qaßab-i §l push
b§ du zab§n dar suhkan amm§ khamush

jilva-kun§n sarv-qadÊ s§ya s§y
gÊså-yi shabrang kish§n zÊr-i p§y
tÊr-qadÊ hamchu kam§n tåz push
az shab-i t§rÊk rukh-i råz push)

The poem uses the image of God’s creation as writing, a pen cloaked in red, no doubt
referring to the reddish skin of the reed, which paradoxically has two tongues but does not
speak (the tongues refer to the split nib of the pen). It is endowed with the capacity to speak
but writes instead. It is cypress-like in its form (an allusion to the common metaphor of the
beloved as cypress-like in form) and draws shadows beneath its feet, just as the pen leaves
inky lines on the paper. The third and last couplet continues the theme of the pen’s form—
another paradox, for it is straight as an arrow and curved like a bow—and the imagery of
the pen writing: day and night refer to the white paper and dark ink. The simile of night
and day, listed by Shams Qays, is used by other preface authors.

Shams al-Din Muhammad introduces the notion of the vegetal and the hair pen, treat-
ing the reed pen, the “palate sweetener of calligraphers and scribes”64 first. He inserts more
sayings (hadith, kal§m, vaßaya) to support the exalted status of calligraphy before he intro-
duces the concept of basic (aßl) and subsidiary ( far#) scripts of which he lists eight—the “six
scripts” plus ta#lÊq and nasta#lÊq. We read the tradition, “Whoever writes basmala in beauti-
ful calligraphy will enter paradise without account”; #Ali’s saying “I recommend to you
the beauty of calligraphy for it is among the keys to sustenance”; “calligraphy is one half
of knowledge”; “calligraphy is spiritual geometry made visible by a bodily instrument”; and
“beautiful calligraphy is property for the poor man as it is adornment for the rich and
perfection for the nobles.” He hints that there are many more such sayings.

In the six scripts Yaqut al-Musta#simi is again the “qibla of scribes.” Two other masters
of the canon are identified, Khvaja #Abd Allah al-Sayrafi, “who was without equal in this
world,” and Mawlana #Abd Allah Tabbakh, whose basic and subsidiary scripts were “like
a night illuminated by the moon and stars.”65 The people of Khurasan considered Tabbakh’s
script to be on a par with Yaqut’s. He begins with naskh-ta#lÊq and its inventor Khvaja Mir
#Ali Tabrizi; he mentions his son, then Ja#far al-Tabrizi, and Ja#far’s students. He does not
mention all the numerous calligraphers active during the fifteenth century, but after Ja#far
jumps to Sultan #Ali Mashhadi whose script is regarded “like the sun among all the stars,”66

64 k§m shÊrÊn kun-i khushnivÊs§n va k§tib§n.
65 ki m§ha båda.
66 ka’l-shams min s§"ir al-kav§kib.
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and lists his numerous students, singling out in a couplet Muhammad Qasim Shadishah
for praise.

Mawlana Mir #Ali, a student of Mawlana Zayn al-Din Mahmud and son-in-law of Mawlana
Sultan #Ali Mashhadi, is the next subject. Full of praise for Mir #Ali’s level of attainment in
calligraphy, Shams al-Din Muhammad writes of the impossibility of describing and com-
mending the calligrapher’s work even if one were supplied with the pages of creation on
which to write and the duration of creation in which to do it. Other images associated
with writing and clever amphibologies on terms associated with scripts follow. A poem
concludes with praise of Mir #Ali followed by the names of his students and of other callig-
raphers, ending with Mawlana Anisi Badakhshi and the poem, “Friends do not practice
calligraphy!/ For this art ended with AnisÊ” ( y§r§n makunÊd khushnivÊsÊ/ ki-Ên khatm shud ast

bar AnÊsÊ). The imagery establishes a parallel between Anisi’s relationship to other calligra-
phers and Muhammad’s relationship to other prophets. Like the Prophet Muhammad, Anisi
is the “seal,” the final figure in a long chain.

Other calligraphers are mentioned, among them Mawlana Shaykh Kamal al-Sabzavari,
Shams al-Din Muhammad’s master, who composed the Tazkirat al-kutt§b (Biography of Scribes)
in the name of Shah Tahmasp. Shams al-Din Muhammad then quotes a couplet from it:
“Manifest on the countenances of handsome people is down like sweet basil/ like the script
of the calligrapher VaßfÊ on a red sheet” (#ayy§n zi #§rií-i khåb§n buvad khaãã-i rayÈ§n/ chu khaãã-

i vaßfÊ-yi khaãã§ã bar jarÊda-yi §l). He concludes with the apothegm: “Calligraphy by the desti-
tute is [like] potsherds and pieces of stone. Calligraphy by the eminent has the value of
pearls and rubies” (khaãã-i faqÊr khazaf-rizaÈ§st va sang p§rh§ va khaãã-i sharÊf-i Êsh§n durar va la"§lÊ

purbah§). Here Shams al-Din Muhammad returns the praise of his master by deprecating
his own achievement. He is destitute (faqÊr) unlike his eminent (sharÊf) master. As a conclu-
sion to his section on the vegetal, or reed, pen Shams al-Din Muhammad notes that there
are calligraphers other than those of Shiraz and Kirman, but that if he tried to single out
some of them he would never come to an end. He then lists the names of those whose
works are collected in the album, all of whom are his exact contemporaries.

The next transition is to the second pen, “the animal pen . . . [made] of hair,”67 that is,
the brush. Here he says he will discuss the “hair-splitting Manichaeans,”68 the “sorcerer-
like geniuses of China and Europe,”69 and the paintings and drawings by the likes of Mani,
Bihzad, Muzaffar #Ali, and Mawlana #Ali Musavvir, but instead of doing so, he turns im-
mediately to Mawlana Kepek who made stencils for calligraphies and depictions. He singles
out his polychrome stencils (#aks-i alv§n), color-sprinkling of various colors (alv§n afsh§n va

rangh§-yi gån§gån), design (ãarr§ÈÊ), and duplication (musann§) for special praise: “Portraits of
angels and the faces of houris which were impressed on the tablet of the artist’s mind and
designed on the page of the draftsman’s heart have not been reflected in anyone else’s mirror
of the mind.”70

Shams al-Din Muhammad finally praises the album. “If the pages of the revolving heavens

67 dÊgar qalam Èayv§nÊ ast va §n az må ast.
68 måshik§f§n-i M§nÊ farhang.
69 j§då-ãab#Ên-i khiã§Ê va farang.
70  Èaqq§ ki parÊ paykarÊ va Èår maníarÊ ki bar lawÈ-i kh§ãir-i naqq§sh va bar ßafÈa-yi îamÊr-i ãarr§È jalva nam§yad dar

§"Êna-yi kh§ãir-i hÊchkas råÊ na-nam§yad.
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and the folios of the almanac of day and night became full with descriptions of the forms,
figures, signs, and traces of this incomparable collection, this body of rich possessions, up
to this time not a tenth part of a tenth, would have appeared on the mirror of fortune.”71

The album is a place to return to again and again, a paradise that protects its flowers, a
jewel box. He comments on the benefits that accrue from studying the calligraphies and
images in the album. Human nature (ãab§"i#-i ins§nÊ) acquires spiritual/contemplative plea-
sure (Èaíí-i råÈ§nÊ) and eternal bounty ( fayî-i j§vid§nÊ) from such works. Calligraphy is held
in high esteem by elite and common people (khav§ßs va #av§mm) alike; even those who can-
not read or write enjoy its visual contemplation. The final line of the album ends abruptly
and is not a complete grammatical construction. This feature suggests that one folio of text
is missing.

The second group of prefaces, illustrated here through the examples by Dust Muhammad
and Shams al-Din Muhammad, differs from the first group only in its inclusion of lists of
practitioners’ names and its anecdotes. Otherwise its treatment of motifs is the same though
these motifs of praise and remarks about the album’s inception and completion are arranged
in a variety of sequences. Shifts in balance also occur. Shams al-Din Muhammad expands
his praise of the album and Muhammad Muhsin fills the entire epilogue with it. On the
other hand, Dust Muhammad’s praise is brief, but his opening segment on God and His
Creation is by far the most developed among the prefaces in the entire group as is his preface
generally. It is also the clearest in establishing explicit pedagogical relationships between
successive masters. In the other prefaces, lists of practitioners’ names are generally in chro-
nological order, according to the successive generations after the founder. These lists em-
body a history through biography in much the same way as in the science of tradition the
transmitters each form a link in a chain. Dust Muhammad divides calligraphy, depiction
(painting and drawing), and illumination into separate parts (b§b). Like all the other pref-
ace writers, he covers calligraphy first, reflecting its preeminent status in Islamic culture.
Through successive sections, each one dealing with a script or medium, Dust Muhammad
covers the period from the time of the prophets to the Safavid dynasty.

Mir Sayyid Ahmad’s preface for Amir Ghayb Beg’s album comes closest to Dust
Muhammad’s in comprehensiveness, in the range of media described, and in the number
of practitioners mentioned. Shams al-Din Muhammad similarly covers the six scripts, nasta#lÊq,
artists, and contemporary calligraphers in separate sections. Both Malik Daylami and
Muhammad Muhsin concern themselves only with calligraphy. For Malik Daylami, the
history of nasta#lÊq which he is most concerned to record begins with Sultan #Ali Mashhadi
in the later years of the fifteenth century and ends with his contemporaries. Muhammad
Muhsin’s is more inclusive, treating Kufic and the six cursive scripts briefly, before listing
masters of nasta#lÊq from its invention to his own time, albeit in the most selective of fash-
ions.

Each section on script, technique, and medium presents a narrative of transmission and
perfection in which selected practitioners are named. In each, the passage of time is im-
plied through the master-student relationship or by the impact of one practitioner on an-

71 agar ßaÈ§"if-i falak-i davv§r va awr§q-i råzn§mcha-yi layl va nah§r pur-i §n ta#rÊf-i ßuvar va ashk§l va #al§m§t va
§s§r-i Ên jam§#at-i #adÊm al-mis§l va Ên firqa-yi na#Êm al-m§l gardad hanåz zi #ushri az #ashÊr-i §n bar §"Êna-yi íuhår jalvagar
na-shåd.
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other through the intermediary of works on paper. In some examples subdivisions are made
according to metropolitan center or region. The only elements that break the narrative
momentum are extended passages of poetry, especially numerous in Mir Sayyid Ahmad’s
preface to the Amir Ghayb Beg album, or stories and anecdotes. The biographies of prac-
titioners are rarely of great length, and where they are, only one or two practitioners are
accorded the expanded treatment. Some preface writers explain this by the too lengthy
composition that would result; some limit themselves to practitioners whose works are ac-
tually in the album. Dust Muhammad is the only one to insert prose narratives culled from
such sources as Mirkhvand’s Rawîat al-ßaf§". Mir Sayyid Ahmad also inserted breaks, but
his are extended poems. In his section on the brush, he includes two versified tales, one
extolling the artists of China, the other telling the story of a king’s artist who could draw
like Mani and of the competition that ensued between this Mani-like artist and another.

LANGUAGE

As in many other Persian literary genres, prose is interspersed with poetry, the movement
between the two reflecting the author’s literary talent. Poetry is introduced either accord-
ing to its form—masnavÊ, qiã #a, rub§#Ê—or by the general term for a distich (bayt), hemistich
(mißr§#), verse (naím), or single verse ( fard). Poetry is an integral component of the preface;
it can be used either to reinforce a concept or to amplify its meaning through metaphor
and allegory. Poetry and rhyming prose (saj#) can also modulate the pace of the text, by
altering its tempo and cadence. Changes in meter or verses that could be read equally well
in another meter required the reader’s close attention. Poetry was usually set off from prose,
the poetic couplets arranged in a columnar format often inscribed with gold rulings.

Koranic excerpts and hadith in Arabic were also embedded in the prose, as in other
genres. Both were selected for their suitability to the motif or theme at hand or as a source
of authority, to ground statements in the uncontested truth of religious precepts and in a
language, Arabic, still considered to be the most eloquent.72 Some prefaces included wise
sayings attributed to other historical figures, for example, to #Ali b. Abi Talib or unidenti-
fied men. An analysis of Koranic verses and hadith used reveals a shared repertoire.73

72 Mir #Ali Shir Nava"i ranks Arabic first among the primary group of Arabic, Persian, and Turkish. It has
the “most eloquence and grandeur and there is no one who thinks or claims differently. For the glorious and
sacred Qur"§n descended [from Heaven] in that language and the blessed ÈadÊths of the Prophet were spo-
ken in it” (MÊr #AlÊ ShÊr Nav§"Ê, MuÈ§kamat al-Lughatain, introduction, trans. and notes by Robert Devereux
[Leiden: E. J. Brill, 1966], p. 3).

73 Murvarid: Koran 91:3–4, 81:17–18, 3:47 or 2:117, and 7:154. Khvandamir/Amini: Koran 3:47 or 2:117,
40:64, 17:70, 68:1, and 96:4. Mir Sayyid Ahmad (H. 2156): Koran 92:1–2 and 81:17–18. Dust Muhammad:
Koran 54:50, 19:34, 15:29 or 38:72, 2:30, 42:23, and 96:4–5. Shah Quli Khalifa: Koran 96:4–5 and 37:6.
Malik Daylami: Koran 2:117, 6:141, 2:25, 4:39, and 3:37. Mir Sayyid Ahmad (H. 2161): Koran 40:64. Shams
al-Din Muhammad: Koran 3:27, 68:1, and 96:3–4. Muhammad Muhsin: Koran 40:64 and 96:4. Muhammad
Salih: Koran 37:6, 2:30, 80:13–14, 2:117 and 102:5.

Another example, Koran 30:50, “So consider the signs of His benevolence,” is among the verses cited verbatim
in prefaces. It turns up with some changes in Muhammad b. Muhammad b. Ahmad Tusi’s Persian edition of
#Aj§"ib al-makhlåq§t wa ghar§"ib al-mawjåd§t (for the preface, see ¢iy§ al-DÊn Sajj§dÊ, ed., DÊb§chah§ Nig§rÊ dar
Dah Qarn [Tehran: Zavv§r, 1372/1993 or 1994], pp. 218–20, esp. p. 218), in modified form in Dust Muhammad’s
preface (in an Arabic couplet that he probably culled from another source), and earlier in Khvandamir’s Dastår
al-vuzar§" (1510) (Ghiy§s al-DÊn b. Hum§m al-DÊn known as Khv§ndamÊr, Dastår al-vuzar§", ed. Sa#Êd NafÊsÊ
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Handy manuals of quotations were available for reference, among them the Nuzhat al-

kutt§b va tuÈfat al-aÈb§b (The Scribes’ Diversion and the Friends’ Gift; before 1327) by al-
Hasan b. Mawlana #Abd al-Majid al-Juvalli al-Muzaffari, a compilation of Arabic and Persian
quotations useful in epistolary composition.74 It includes a hundred verses from the Koran,
a hundred traditions of the Prophet Muhammad, a hundred sayings of saints and wise men,
and a hundred couplets of Arabic poetry with Persian paraphrases. In the preface to his
Anv§r-i suhaylÊ, Kashifi addresses these very literary dimensions of his composition:

It is further to be noted that in the midst of the tales I have but briefly availed myself of the
various sorts of Arabic expressions, by introducing certain verses from the Kur’an and sayings
of the Prophet necessary to be mentioned, and traditions and well-known proverbs; and have
not clogged the work by employing Arabic verses, but have adorned the page of the narrative
with jewels of Persian poetry, which is inlaid like blended gems and gold.75

A finely tuned balance between languages and between prose and poetry perfectly describes
these features in the album prefaces.

In addition to compendia, insh§" also often contained lists of useful words and titles in
both Arabic and Persian and model texts. Lists in a manuscript of Kashifi’s Makhzan al-

insh§" (Treasury of Composition) arrange such words in schematic grids. Although defined
as written composition and compilation, the term insh§" (or munsha"§t) also refers to style
and belles-lettres.76 The Arabic root yields the Persian words for secretary, munshÊ (pl. munshÊy§n),
and epistolary compilation (munsha"§t). An ideally qualified munshÊ ambitious to reach the
highest levels of the state bureaucracy, and perhaps even to move in court circles, needed
to excel in the art of composition. Like any other profession, advancement required strength
in writing, the munshÊ had to have a store of knowledge of the minutiae of literary prece-
dent, to possess sufficient verbal agility and intellectual acumen to navigate a course through
it and to be fluent in Arabic as well as Persian. Early on, Nizami #Aruzi Samarqandi de-

[Tehran: Ch§p-i MaÈfåí, 1317], p. 317). A reworked version appears again in Hasan Beg Rumlu’s AÈsan al-
tav§rÊkh (1577) (\asan Beg Råmlå, AÈsan al-tav§rÊkh, p. 305). Yet another version of the couplet is placed at
the beginning of Browne’s translation of Nizami #Aruzi’s Chah§r maq§la, but it is not clear whether or not it is
extracted from the text proper.

74 Al-\asan b. Mawl§n§ #Abd al-MajÊd al-JuvallÊ al-MuíaffarÊ, Nuzhat al-kutt§b va tuÈfat al-aÈb§b. For refer-
ence, see H. Ethé, Catalogue of the Persian, Turkish, Hindustani, and Pushtu Manuscripts in the Bodleian Library, 3 vols.
(Oxford: Clarendon Press, 1889–1954), pt. 1, cat. no. 1338, cols. 826–27.

75 K§shifÊ, Anv§r-i suhaylÊ, trans. Eastwick, p. 12.
76 For descriptions of the different types of insh§", see EI2, s.v. “Insh§"” (H. R. Roemer). It would seem

unwise and inaccurate to force the distinction. Rare are the insh§" that belong exclusively to one type or the
other. What seems to distinguish the two broad categories is the emphasis given to a particular text type in a
compilation, the broader one often approaching encyclopedic scope. Insh§" remain understudied and deserv-
ing of detailed analysis. With the exception of Roemer’s edition of Murvarid’s Sharaf-n§ma, accompanied by
an introduction and useful notes, few others are available in an edited format. On the general subject of insh§",
see EIr, s.v. “Correspondence: ii. in Islamic Persia” (FatÈ All§h Mojtab§"Ê); and Mitchell, “Safavid Imperial
Tarassul and the Persian Insh§" Tradition.” For collected examples of insh§" documents, see #Abd al-\usayn
Nav§"Ê, ed., Sh§h Ism§#Êl ‘afavÊ: Asn§d va Muk§tab§t-i T§rÊkhÊ Hamr§h b§ Y§ddashth§-yi TafßÊlÊ (Tehran: Intish§r§t-
i Arghav§n, 1368 [1989]); and idem, Asn§d va Muk§tab§t-i T§rÊkhÊ-yi ^r§n (Tehran: Bung§h-i Tarjuma va Nashr-
i Kit§b, 1361). I would like to thank András Riedlmayer for sharing with me a copy of a paper he presented
at the International Workshop on Ottoman Sources of the Period 1580–1650, Balatonalmádi-Vörösberény,
Hungary, June 1989. Titled “Münâe"ât and Other Copybooks of Correspondence as Source for Political and
Cultural History,” it contains many insightful observations that apply equally well to the Persian insh§" tradi-
tion and has an extremely useful bibliography.
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fined the secretary’s art in his Chah§r maq§la (Four Discourses, ca. 1156)77 as “. . . compris-
ing analogical methods of rhetoric and communication, and teaching the forms of address
employed amongst men in correspondence, . . . displaying in every case orderly arrange-
ment of the subject matter, so that all may be enunciated in the best and most suitable
manner.”78

In his discourse on the secretary (the first of four professionals deemed essential to the
ruler), Nizami #Aruzi lists their ideal qualities as high birth, honor, discernment, reflection,
and judgment. Achievement was possible only after immersion in the core curriculum of
literature, defined by Nizami #Aruzi as “the Scripture of the Lord of Glory, the Traditions
of MuÈammad. . . , the Memoirs of the Companions, the proverbial sayings of the Arabs,
and the wise words of the Persians; and to read the books of the ancients, and to study the
writings of their successors, such as . . . [long list of authors follows].”79 The secretary’s
patient study of these books “stimulates his mind, polishes his wit, enkindles his fancy. . . ,
and ever raises the level of his diction, whereby a secretary becomes famous.”80

With such demands placed on the secretary, it comes as no surprise that style books were
numerous and written by some of the most notable professionals.81 Among the best known
and most widely copied insh§" from the Timurid and early Safavid periods are those of Sharaf
al-Din #Ali Yazdi, Murvarid, Kashifi, Mu#in al-Din Isfizari, #Abd al-Rahman Jami, #Abd
al-Vasi# Nizami, and Khvandamir.82 Like the secretary, the poet also required extensive
knowledge of the tradition. According to Nizami #Aruzi, the poet is essential to the king,
for he guarantees the ruler’s immortality by writing about him in dÊv§ns and books. Like
the secretary the poet must immerse himself in literary tradition. He must commit to memory
“20,000 couplets of the poetry of the Ancients, keep in view 10,000 verses of the work of
the Moderns, and continually read and remember the dÊw§ns of the masters of this art,
. . . in order that thus the different styles and varieties of verse may become ingrained in
his nature, and the defects and beauties of poetry may be inscribed on the tablet of his
understanding.”83

The preceding summaries of the prefaces highlighted some of the puns made by authors
in their prefaces through the use of homonyms (tajnÊs§t). One example of paronomasia—
for there are several subcategories of tajnÊs—is in Shaykh Kamal al-Sabzavari’s poem about
Shams al-Din Muhammad that he quoted in his preface: “Manifest on the countenances

77 Browne produced a study and translation of the text. See Edward G. Browne, Revised Translation of the
Chah§r Maq§la (“Four Discourses”) of Nií§mÊ-yi #Arå·Ê of Samarqand (London: Luzac and Company, 1921).

78 Ibid., p. 12.
79 Ibid., p. 14.
80 Ibid., pp. 14–15.
81 A list of such compilations in Persian is available in Storey, Persian Literature: A Bio-Bibliographical Study,

3:2, section E, “Ornate Prose.” Some of the examples that Storey lists were written explicitly for insh§". Many
more are devoted to the general subject of elegant prose composition and include diverse forms of advice for
the writer on such subjects as sentence and phrase formation as well as examples of useful forms of address
and other items that could be quoted in correspondence.

82 For a brief list of insh§" from the fifteenth and sixteenth centuries, see Tauer, “Persian Learned Litera-
ture from Its Beginnings up to the End of the 18th Century,” p. 434. One of the authors not already men-
tioned is Mu"in al-Din Isfizari who worked as the chief correspondence secretary at Sultan Husayn Mirza’s
court. He was skilled in diplomacy and epistolography. Of his books, the best known (Browne, Literary History
of Persia, 3:430–31) is a history of Herat, Rawîat al-jann§t fÊ t§rÊkh madÊnat Har§t.

83 Ibid., p. 32.
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of handsome people is down like sweet basil/ like the script of the calligrapher VaßfÊ on a
red sheet.” The use of the word vaßfÊ referred to Shams al-Din Muhammad’s sobriquet,
but the second line could equally well be read as a play on words, “like the script of a
praiseworthy calligrapher on a red sheet.” Another pun may be adduced from Khvandamir/
Amini. In concluding his praise of Bihzad at the end of his preface he inserted a poem,

When one hair of your brush showed itself to the world,
it placed a line of abrogation over Mani’s face.

Many natures of good form are born from Him,
but your talent was born better than all the others.

(må-yi qalamat t§ ba-jah§n chihra gush§d
bar chihra-yi m§nÊ raqam-i naskh nih§d

bas ãab# ki ßårat-i nikå z§d az å
ãab#-i tu valÊ az hama-yi anh§ bih-z§d)

In the final hemistich the phrase “was born better” (bih-z§d) made a pun on Bihzad’s name
by its homophony. Another form of homonymy involved the graphic form of words where
changes in the placement of the diacriticals produced another word and another set of
meanings.

Amphibologies are frequently used. In amphibology (iltib§s, Êh§m) the words have a meaning
in their syntactic context and others even if they do not always work in the sentence.84 For
example, in his opening section praising God’s Creation, Shah Quli Khalifa uses terms
that conjure up the names of the six scripts: viz. thuluth (“one third”), muÈaqqaq (“in truth”),
tawqÊ# (“decree”), rayÈ§n (“sweet basil”), riq§# (“letters”), naskh (“archetype”). The same
amphibologies are used by Shams al-Din Muhammad and Muhammad Muhsin, and some
are found in the above-mentioned poem of Shaykh Kamal al-Sabzavari. Dust Muhammad
also used some of them. Other commonly used examples include ghub§r (a minute script/
dust, fog), jadval (ruling/table or rivulet), barg (folio/leaf), khaãã (calligraphy/the down on a
youth’s face), and the pair of terms aßl and far#, source/root and branch, respectively, ap-
plied to the basic and subsidiary calligraphic scripts.

Among the most common metaphors (isti#§ra/maj§z) is one which makes a correspon-
dence between Creation and album (muraqqa#). Working by analogy rather than similitude,85

it is used in every single preface, at least once. We come across the “album of fortune” or
“album of heaven” (muraqqa#-i gardån), “album of the world” (muraqqa#-i jah§n), “the album
of different colors” (muraqqa#-i mulamma#), “the variegated album of time” (muraqqa#-i råzg§r-

i båqalamån), and the “album of the firmament” (muraqqa#-i sipihr). Other simple metaphors

84 For a study of poetical language, specifically figurative language related to the body, see Cl. Huart, Anîs
el-#Ochchâq: Traité des termes figurés rélatifs à la description de la beauté par Cheref-eddîn Râmi (Paris: F. Viewig, 1875).
The treatise, AnÊs al-#ushsh§q, was composed by Sharaf al-Din Rami in 1423.

85 Meisami draws a clear distinction between the two (Medieval Persian Court Poetry, pp. 37–38). Reading
Jalal al-Din Rumi’s discussion of comparison (mis§l) and likeness (misl), she concludes: “Metaphorical com-
parison—where the metaphor is essentially an extended or amplified simile—presupposes a gap between man
and the universe that contains him, a gap that can be crossed only by grasping at perceived or imagined re-
semblances. Analogical comparison presupposes a continuity in which similitudes are, so to speak, generic
constituents of existence. In a mode of composition based on analogy, metaphor transcends the status of a
trope to become a ‘consistent means for signifying the inner substance of things,’ in a world in which ‘every-
thing is a figure,’ a sign testifying to the unified, and unifying order of creation. The ultimate manifestation
of this style is, of course, allegory, in the broadest sense: analogy also presupposes polysemy.”
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include references to a page or pages, thus: “revolving page of fortune” (ßafÈa-yi dawr§n),
“page of being” (ßafÈa-yi kawn), “page of the world” (ßafÈ§-yi råzg§r), “pages of the sky” (ßaÈ§"if-

i falak), “page of the world [of] ‘Be!,’ and it is” (ßaÈÊfa-yi #§lam-i kun fayakånu), “the page of
‘Nån. By the pen and what they write’ ” (ßaÈÊfa-yi nån wa al-qalam wa m§ yasãaråna). Varia-
tions on it substitute another word for page (e.g., folio, leaf): “folios of the world” (awr§q-i

jah§n), “folios of the age” (awr§q-i zam§n), and “folios of the album of the firmament” (awr§q-

i muraqqa#-i sipihr). In each instance, the metaphor invokes God’s created world and heav-
ens, changeable, variegated and in motion, and these pages or folios of the world and heavens
are inscribed with the signs of God. These simple comparisons are well suited to the al-
bum, also a created object of many pages or folios, multicolored, and inscribed with cal-
ligraphy, depictions (paintings/drawings), and illumination. The amphibologous use of qalam,
lit. pen, also to mean brush, facilitates the conception of all of these creative actions as
analogous to writing.86

RECURRING THEMES AND IMAGES OF THE ALBUM

The summaries demonstrate how motifs and themes recur in this group of album prefaces
and how certain metaphors or allegories were created for the album and its production.
Sketching out these motifs helps to provide a frame of reference for the album, to uncover
cultural views about it, and to understand the benefit thought to derive from contemplat-
ing its contents. The encomia to the album proclaimed in the prefaces are prescriptive and
form an analogical framework of comparison for the viewer. Some motifs framed mean-
ingful correspondences; others concerning the album’s production reveal key concepts of
its creation and confer upon it the role of memorial, an aggregate of traces of past and
present masters gathered between its two covers for posterity.

Metaphors are most commonly used by the preface writers to draw an analogy between
God’s creation and the album. Murvarid’s opening image is of creation as “a multicolored
celestial album,” closely related to Khvandamir/Amini’s “album of celestial pages” and
expanded by him in his description of the album as resembling a workshop of textiles of
changing colors. The analogy between creation, or also a textile, and album—an obvious
development of the image of creation as a book assembled from pages—may be construed
at a literal level as applying to its colored pages and diversity of contents. The implication
is that the album stands as a microcosm of creation (figured in the numerous metaphors of
the celestial album). Murvarid emphasizes God’s creative act by speech and observes that
the first thing made by Him was the pen; the emphasis on the connection between crea-
tion and writing is made by his reference to the tablets inscribed with God’s law. Khvandamir/
Amini names God the “immortal” or “incomparable” painter, and casts creation as an act
of writing and depicting. Clearly, if God was to be likened to a painter, He had to be dis-
tinguished from any earthly counterpart by removing the temporal dimension of the pro-

86 For detailed studies of metaphor, see Heinrichs, Hand of the North Wind, and EIr, s.v. “Este#§ra” (Julie S.
Meisami). Meisami’s essay highlights more complex forms of metaphor and contains essential references to
studies that have attempted to create categories of metaphor.
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cess and any trace of labor. Thus, God brought creation into being by saying “Be!,” and
He required no instruments to achieve His task.

In his discussion of Khvandamir/Amini’s preface, Arnold says that the author compares
God to the painter.87 He casts Khvandamir/Amini’s discussion of painting as a kind of
apologia. There is, however, little in this preface which would indicate that such an im-
pulse should be interpreted as a defense of depiction in the light of the theological con-
demnation of the artist or his paintings. Although some tension between images might permit
such a literal reading, Khvandamir/Amini also stresses why God’s creation is to be distin-
guished from the painter’s images. Dust Muhammad, after having implied a correspon-
dence between God and man in their creative pursuits, also carefully removed both time
and labor from God’s act of creation. Analogies between creation and album are devel-
oped through the use of terminology related to the arts of the book and calligraphy.

Similar metaphors recur in all of the other prefaces where creation’s qualities of change-
ability, movement, and multicoloredness—vernal and autumnal colors and shifts from black
to white and from night to day—find correspondences in the man-made album. Shah Quli
Khalifa describes the heavens as a patched cloak (muraqqa#), using a term that was applied
to the album. In Malik Daylami’s preface, the inhabitants of paradise wear such patched
cloaks.

Shams al-Din Muhammad describes the Shah Isma#il II album as “an incomparable
collection”88 a “place to return to again and again.”89 A poem follows which describes the
album as a garden of roses and tulips, safeguarded from the destructive forces of the weather
and decay. In his preface Malik Daylami deftly weaves together a series of interconnected
images as he leads up to the album. God’s creation is a garden brought to order, elements
of corruption removed and replanted with the pious; Amir Husayn Beg, the album’s pa-
tron, sits with fellow calligraphers in this ordered garden (i.e., the world) and practices nasta#lÊq

which is “the freshest herb in the garden of ‘calligraphy is one half of knowledge’ ”;90 after
a biographical interlude in which Amir Husayn Beg’s merits are described and his father’s
death is noted, we learn of the album’s inception. It would be like a robe spun from gold
and encrusted with jewels, each one of its pages resembling a garden. In this garden the
greenery would be writings (arq§m) the color of ambergris and the flowers would be draw-
ings and illuminations (nuqåsh va tazhÊb§t). Its rulings ( jadval) would be like flowing streams
and its margins (Èav§shÊ) populated with designs of nightingales and partridges. Its paint-
ings (ßårath§) would resemble youths and companions endowed with pomp and riches walking
in the garden. Malik Daylami’s chronogram for the year of completion returns again to
the image of the album as garden. Muhammad Salih and Muhammad Muhsin also make
ample use of the garden metaphor.

Metaphors involving the world, the heavens, and the garden provide powerful images
that make use of spatial analogies, comprehensive or circumscribed in scope, and, by al-
luding to change and flux, suggest that the microcosmic album could equal the infinite diversity
of the macrocosm. Returning to an album brings surprises and unexpected discoveries, just
as the changing seasons and times of day and night lend the world an altered aspect. The

87 Arnold, Painting in Islam, p. 37.
88 Ên jama#§t-i #adÊm al-mis§l.
89 ba-mas§ba-Êst.
90 rayÈ§n-i t§za-yi bust§n-i al-khaãã nißf al-#ilm ast.
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sensory pleasures of the album are also invoked: its contents are like sweet-smelling herbs,
or ambergris, or like a tranquil place sheltered from the weather, lush in its greenery, wa-
tered by flowing streams. To look at an album engages the senses, not only of sight but
also of smell. Although some of these sensory pleasures are false attributes—the album’s
contents are not perfumed or animated by wind or gravity—the conceit of the synaesthetic
metaphor only underscores the album’s power to delight.

album making as authorship

The long tradition of extolling a craft through well-chosen metaphors91 leads preface writ-
ers to praise the album compiler’s labor, a theme that would be addressed by all subse-
quent preface writers. Murvarid bases his judgment of the finished album on its arrange-
ment and decoration. Khvandamir/Amini uses the same criteria, but goes further, com-
paring the album to a sea filled with pearls. Near the end of a poem he has composed
about Bihzad’s work as compiler, Khvandamir/Amini writes: “The beauty of these pages
is a thing/ that further perfects these rarities.” Murvarid’s and Khvandamir/Amini’s pref-
aces are filled with pearl imagery: calligraphy is likened to a string of pearls on a page
brought “forth by the bejeweled pen of the diver from the sea of the inkwell to the shore
of these folios”; #Ali’s calligraphy is likened to a trail of miraculous points made by his pen
or fingers, each point pressed into paper “like an unbored pearl from the ocean of his sanctity”;
#Ali’s pen sprinkles pearls from its nib.

Shah Quli Khalifa says of his album: “Its beautiful folios set with jewels are at the limit
of favorable opinion”;92 it [the album] would make the seven heavens (sab# samav§t) envi-
ous. In his preface, Muhammad Muhsin writes: “In this beautiful album the stringing to-
gether of royal jewels reached the limits of completeness, conclusion, and finality”;93 “the
perfection of the dazzling pearls [in] this gem-studded jewel box! What an album [it is]!;
each of its pages is charming and has one hundred hearts in tow; its pages are paradisiacal
specimens; all of its pieces are of ethereal constitution.”94 Malik Daylami notes how the
master Muzaffar #Ali, for “reasons of beauty and adornment,”95 had ornamented the
“calligraphies and fragments of past [masters].”96 He was complete in his mastery of “cal-
ligraphic découpage” (qiãa#§t-i marqåma) who had “inscribed characters, forms, and written
lines,”97 all skills needed for the production of albums.

Similar imagery is also found in references to the poet’s craft and had long been used in
both Persian and Arabic traditions.98 In his so-called Apologia (ca. 1485–92), Sultan Husayn

91 For examples used by the poets Shams Qays, Farrukhi and Nasir Khusraw, see Clinton, “Esthetics by
Implication.”

92 chi ra#n§" awr§qÊ muraßßa#Ê pazÊrufta anj§m.
93 ba sar-Èadd-i itm§m rasÊd taníÊm-i jav§hir-i sh§hv§r-i Ên zÊb§ muraqqa# va ba-gh§yat va anj§m kashÊd.
94 takmÊl-i la"§lÊ-yi §bd§r-i Ên durj-i muraßßa# chi muraqqa# ki har varaq az vay dil-rub§y ast ßad dilash dar pay ßafÈah§yash

namånh§y-i bihisht qiãa #h§yash hama #asir sirisht.
95 sabab-i zÊb va zÊnat.
96 khuãåã va qiãa#§t-i s§biqa.
97 muÈarrira ba-raqam va qaã# va taÈrÊr.
98 Mas#udi used the same metaphor in his history, Muråj al-zahhab, in the tenth century. Having found gems

he “fashioned a necklace [#iqd] and a precious adornment [#ilq] to be treasured by the one who seeks it.” See
Tarif Khalidi, Islamic Historiography: The Histories of Mas#ådÊ (Albany: State University of New York Press, 1975),
p. 2.
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Mirza calls the contemporary poet Jami “a master stringer of poetical gems,” and, invok-
ing the other thousand poets in the Herat region, he states that their “job is to string pearls
of meaning onto the cord of poetry and to enhance gems of precision with the garb of
adornment and beauty.”99 In the prefatory remarks to his MuÈ§kamat al-lughatayn (Judgment
of Two Languages, 1499), Mir #Ali Shir Nava"i writes:

A word is a pearl in the sea of the heart, and the heart is a gift which gathers unto itself all
meanings. The gem is brought to the surface by the diver but it becomes a thing of value only
in the hands of the jeweller. Word pearls from the heart convey their value and degree when
spoken by the masters of speech. Their value grows and they are praised according to the skill
of the speaker.100

On the reuse of figures and metaphors, Mir #Ali Shir Nava"i noted how good poets could
“reanimate the weary and the dead.”101 In his image, the distinction between the diver and
jeweler at first implies two agents, but in fact signifies two processes that must be performed
to make good poetry. It is not enough to retrieve the image like the diver; the image must
be recrafted and enhanced by the jeweler. Later, Mir #Ali Shir Nava"i recalls how “early
in my youth I began to perceive a few jewels from the inkwell in my mouth. These jewels
had not yet become a string of verse, but jewels from the sea of consciousness which were
worthy of being placed on a string of verse began to reach shore, thanks to the nature of
the diver.”102 In the next image, he enters a garden full of roses (roses stand for writing)
where the thorns had prevented “many collectors of roses {guldastaband} from grasping
. . . the roses waiting to be plucked. . . .”103 Writing poetry was a tricky affair.

Vasifi imagines himself as a pearl diver “diving into the sea of thought and gathering up
splendid pearls of images.”104 An earlier use of this imagery is in #Ismat Bukhari’s qasida
on Khalil Sultan’s dÊv§n (written before 1411), where he says, “Every string of pearls versi-
fied forms an/ordered whole in the thread of the mastar.”105 Another, still earlier use is Shams
Qays’s reference to the poet who “should be like a master jeweler who increases the
elegance of his necklace by beauty of combination and proportion of composition, and does
not diminish the luster of his own pearls by variations in joining and disorder in arrange-
ment.”106 Shams Qays also likened the good poet to a painter:

[The poet] should be like a skilful painter who in the composition of designs (taq§sÊm-i nuqåsh)
and in the drawing of the curving branches and leaves (taß§vÊr-i sh§kh va bargh§) places every
flower somewhere and draws each branch outward from it, and in the blending of colors uses
each color in some place and gives every color to some flower. Where a deep color is appro-
priate he does not use a pale one, and where a dark color is appropriate, he does not use a
light one.107

99 Sulã§n \usayn MÊrz§, “Apologia,” in A Century of Princes, trans. Thackston, p. 376. For reference to
scholarly discussion of the period when Sultan Husayn Mirza composed the text, see ibid., n. 1.

100 MÊr #AlÊ ShÊr Nav§"Ê, MuÈ§kamat al-Lughatain, p. 2. For Turkish text and facsimile, see idem, MuÈ§kemetü’l-
luÄateyn, ed. F. Sema Bartuçu Özönder (Ankara: Atatürk Kültür, Dil ve Tarih Yüksek Kurumu, 1996). For
analysis and English translation, see MÊr #AlÊ ShÊr Nav§"Ê, MuÈ§kamat al-Lughatain, trans. Devereux.

101 MÊr #AlÊ ShÊr Nav§"Ê, MuÈ§kamat al-Lughatain, trans. Devereux, p. 2.
102 Ibid., p. 26.
103 Ibid.
104 Quoted in Subtelny, “Taste for the Intricate,” p. 70.
105 Dawlatsh§h SamarqandÊ, Tazkirat al-shu#ar§", ed. MuÈammad #Abb§sÊ (Tehran: Intish§r§t-i Kit§bfuråshÊ-

yi B§r§nÊ, 1337), p. 401; trans. in Thackston, A Century of Princes, p. 27.
106 Clinton, “’ams-i Qays on the Nature of Poetry,” p. 80.
107 Trans. in Clinton, “Esthetics by Implication,” p. 81.
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Shams Qays’s comments distinguish between thematic and expressive elements in poetry
and how they are brought together into an effective order.108

Along similar lines is a passage in Nizami’s Haft Paykar (Seven Portraits, 1197) where he
refers to the process of poetic practice and also acknowledges the tradition’s intertextuality:

I searched through books both fine and rare
for what would free the heart from care.

Whatever chronicles might say
of kings, that in books chosen lay,
An earlier poet, of keenest mind,
had ordered all in verse refined.

From it, some ruby chips remained,
shards from which others something feigned.

I, from those fragments, jeweler-wise,
this precious treasure cut to size,

So that the experts who assay
all efforts, this most worthy weigh.

That which was left by him half-said
I say; the half-pierced pearl I thread.109

Thus, Sultan Husayn, #Ali Shir Nava"i, Vasifi, #Ismat Bukhari, Shams Qays, and Nizami
all conceptualize the poetic process as one of selecting images from a repertoire of forms
cast by previous poets and of subjecting them to perfecting and enhancing.110 The improve-
ment occurs by remaking them (by addition or subtraction) and/or recombining them into
an order—a thread or masãar—the linearity of which stands for the syntactic sequence of
the hemistich/distich (mißr§#/bayt).

Khvandamir/Amini and later album preface writers rely on this metaphor and its con-
ceptual framework, which Khvandamir/Amini applies to Bihzad’s album by an analogical
process. Bihzad’s compilation, arrangement, and decoration are freed from a neutral or
passive characterization by Khvandamir/Amini’s poetic imaging. Bihzad submits the ma-
terials to a series of transformations and recontextualizations by which they are perfected.
We can, perhaps, take the liberty of invoking Nizami’s image of recutting “ruby chips”
and “shards,” of piercing the “half-pierced pearl” and threading it, and compare these actions
to the album compiler’s processes of trimming, illuminating, framing, and so forth. Sepa-
rate items—calligraphies, paintings and drawings—were brought together to form surfaces
and sequences, like the string of pearls forming “an ordered whole on the thread of the
masãar.” Khvandamir/Amini’s reference to the active role played by the album compiler
offers further insight into the perception of the album as a collection. It is a product of a
set of creative decisions and therefore in itself a form of authorship.

The preface writers used the metaphor of the poet’s craft to describe the process of com-
piling an album. Numerous comparisons were drawn between the poet and the compiler:
both worked with preexisting materials and reorganized them into new sequences which
altered their meaning. The ubiquity of this metaphor of craft ensured comprehension and,

108 Ibid., p. 77.
109 Excerpt from Nizami Ganjavi’s Haft Paykar ; trans. in Meisami, Medieval Persian Court Poetry, p. 201.
110 For further discussion of intertextuality in the Persian poetic tradition, see Subtelny, “The Poetic Circle

at the Court of the Timurid Sultan,” pp. 72–73; Losensky, “Welcoming Figh§nÊ: Imitation, Influence,” pp.
101–33; and Meisami, Medieval Persian Court Poetry, pp. 111, 153, 173 and 307–9.
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introduced as a criterion of praise, it also established a theme for discussion of both con-
tent and production when the album was viewed. The analogy between poet and compiler
applies equally well to preface authors—they too patched together components fashioned
by earlier writers.

the album as memorial

Analogies drawn between an album and verdant gardens, richly woven textiles encrusted
with jewels, and folios that resembled shores strewn with precious stones underscored the
value of the album’s contents and the pleasure to be found in contemplating them. The
bright colors and hard edges of Persianate paintings were, like jewels and pearls, without
defect or blemish and were unified and crisp in form. Writing was a succession of black
dots joined together on white paper to form a continuous line, making it possible to imag-
ine calligraphy as a string of pearls. When extended, this metaphor could also signify the
album’s orderly arrangement and the compiler’s process (also referring to the notion of
the poet’s process). But another value is signaled in the prefaces, in both prose passages
and in the wise sayings drawn from the repertoire of Arabic expressions, namely that cal-
ligraphy was of moral benefit, a notion derived from the particular status of writing in Is-
lamic culture.111 Value also lay in studying and practicing calligraphy, in applying oneself
to the rules of beautiful writing and in mastering them.

Many of the quotations referring to calligraphy’s merits had been used by calligraphers
for exercises beginning in the fifteenth century, but the corpus itself dates to a much ear-
lier time.112 Some of these sayings turned up in the prefaces,113 and were copied in calligraphies
to demonstrate knowledge of Arabic learning and, like Koranic verses, were used as authori-
tative texts.

Murvarid connects the agent of praxis and the resulting object, a nuanced play on the

111 The most comprehensive gathering of sayings on calligraphy as a meritorious art can be found in Annemarie
Schimmel, Calligraphy and Islamic Culture (New York and London: New York University Press, 1984). Grabar
(Mediation of Ornament, pp. 64–65) concisely summarized the importance attached to calligraphy in an Islamic
context: “as writing was the vehicle of God’s message, so God’s message became a hallowed piece of writing.
. . . From this sort of knowledge pertaining to the text of the Revelation itself, it was easy to imagine or as-
sume that every letter or word had in it a particle of the divine, and thus that writing itself was holy.”

112 See, for example, the treatise composed by Abu Hayyan al-Tawhidi (d. after 1009–10) (Franz Rosenthal,
“Abå \aiy§n al-TawÈÊdÊ on Penmanship,” Ars Islamica 8–9 [1948]: 1–27). The second half of al-Tawhidi’s
treatise consists of anecdotes and sayings attributed to a host of historical characters.

113 Arabic sayings about calligraphy that appear in the album prefaces can be summarized as follows: “Whoever
writes basmala in beautiful calligraphy will enter paradise without account” (man kataba bi-Èusn al-khaãã bi-ism
All§h al-raÈman al-raÈÊm dakhala al-jannat bi-ghayr Èis§b), Shams al-Din Muhammad and Mir Sayyid Ahmad (H.
2161) [attributed to Muhammad al-Abtahi]; #Ali b. Abi Talib’s saying, “I recommend to you the beauty of
calligraphy for it is among the keys to sustenance” (#allaykum bi-Èusn al-khaãã fa-inn§hu min maf§tÊÈ al-rizq), Murvarid,
Mir Sayyid Ahmad (H. 2161), and Shams al-Din Muhammad; “calligraphy is one half of knowledge” (al-khaãã
nißf al-#ilm), Malik Daylami and Shams al-Din Muhammad; “your offspring have studied writing because writing
is one of the endeavors of kings and sultans” (#allamå awl§dukum bi’l-kit§bat fa-innahu al-kit§bat himam al-mulåk
wa al-sal§ãÊn), Murvarid; “calligraphy is spiritual geometry made visible by a bodily instrument” (al-khaãã handasatun
råÈ§niyyatun yuíahiru bi-§latin jism§niyyatin), Malik Daylami and Shams al-Din Muhammad; and “beautiful cal-
ligraphy is property for the poor man as it is adornment for the rich and perfection for the nobles” (al-khaãã
al-Èasan li’l-faqÊr m§lun wa li’l-ghaniy jam§lun wa li’l-ak§bir kam§lun), Shams al-Din Muhammad. In other sources
the saying, “Calligraphy is spiritual geometry,” is attributed to Euclid and Yahya b. Khalid. For Euclid, see
Rosenthal, “Abå \aiy§n al-TawÈÊdÊ on Penmanship,” p. 15.
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concept of calligraphy as the soul’s geometry made “visible by a bodily instrument.” In his
poem, Murvarid describes every point made by #Ali’s pen as being “like an unbored pearl
from the ocean of his sanctity.” Each one is like a particle of his soul given physical em-
bodiment on the page; writing stands for his ethical intent.114 Cast in terms of the miracu-
lous, he asks if writing’s cause is due to #Ali’s body or to his pen. The conceit might refer
to #Ali’s sheer skill and proficiency, indicating that he does not need a manual instrument,
or it might refer to his exceptional ability as a direct result of his innate qualities; he re-
quires no mediating device to give his soul corporeal shape. Khvandamir/Amini goes so
far as to state that “when the divine pen wrote forms/man became the manifestation of
skill and learning.” But what men?

Khvandamir/Amini describes Bihzad’s supreme achievement in painting as being mi-
raculous: his paintings astound the viewer because he has achieved perfection: “Bihz§d
unequaled in his time/ M§nÊ [was only] a fable in his time” (Bihz§d yag§na-yi z§mana/ M§nÊ

ba-zam§na-yi å fis§na); “He took a hair from [Mani’s] brush/and gave life to inanimate form”
(må-yi qalamash zi å sit§dÊ/j§n d§da ba-ßårat-i jum§dÊ). Khvandamir/Amini’s comments may
be regarded as referring to Bihzad’s skill and dexterity as a painter; about the paintings he
writes, “In delicacy of form it is hair-splitting.”115 The poetic encomium to Bihzad is pre-
ceded by a description of the painter’s moral disposition—“pure in faith, a traveler along
the paths of affection and love”—and followed in a final poem by a pun on Bihzad’s name,
which he renders as “was born better.” Thus, combined with his patient application of the
methods of painting and to his skill, Bihzad’s purity and moral rectitude seem essential
components of—in fact prerequisites to—any explanation of his achievement. Not content
with that, Khvandamir/Amini suggests that Bihzad had inherited a high moral disposi-
tion. Prefaces after Khvandamir/Amini’s mention noble lineage and moral disposition with
increasing frequency.

The favor accorded by God to mankind—singling man out over all other creatures—is
reiterated in several prefaces by way of Koranic verses. But some men were accorded greater
favors and virtues than others. Innate inherited qualities, as opposed to acquired ones, are
frequently mentioned in such texts as Khvandamir’s \abÊb al-siyar116 and in biographies of
famous men arranged by profession or avocation and appended to the end of the narra-
tive of a ruler’s reign. Commenting on the ruler Sultan Husayn Mirza, Khvandamir writes,
“Among the most generous gifts and weightiest signs by which God has singled out some
great rulers is the gift of noble lineage, which insures nobility of character and praiseworthy
conduct.”117 Describing Amir Sadr al-Din Sultan Ibrahim Amini, Khvandamir writes that

114 Another frequently used saying, but one not attested in the album prefaces, is “Calligraphy is the tongue
of the hand,” often attributed to the Prophet Muhammad. It also suggests that calligraphy is a means of transfer
between intellect and the physical world. Calligraphy as word and signifier of speech is entrusted with the
power to speak on the individual’s behalf and to act as a testament for his ethical state.

115 dar diqqat-i ãab# må-shik§f ast. A language of the miraculous also pervades writing about calligraphy. For
example, one topos of the writing tradition is the reference to grains of rice inscribed with Koranic verses or
even whole suras. Grabar (Mediation of Ornament, p. 85) has rightly suggested that calligraphy’s power to amaze
and surprise constitutes an important element in the aesthetic vocabulary of the judgment of calligraphy.

116 This is also the case with Dawlatshah. He says of Shahrukh, “through perfect religious observance, purity
of innate nature and good moral character, [he] reached the station of sainthood and was aware of things
unseen.” See Dawlatsh§h, Tazkirat al-shu#ar§", p. 376; trans. in Thackston, A Century of Princes, p. 20.

117 Khv§ndamÊr, \abÊb al-siyar, 4:317; trans. in Thackston, Habibu’s-siyar, 2:508.
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he was not only “adorned with noble ancestry”118 but possessed “complete learning, polite
behavior, and hereditary and acquired perfections.”119 His good conduct120 was nourished
by the divine.121

This conception of the source and cause of man’s talent has a history that long precedes
Khvandamir and that underwent constant shifts in balance and emphasis according to
whatever political or religious movement was dominant at a particular time.122 As we have
seen, the conception is reiterated by both Khvandamir/Amini and Murvarid. Murvarid
implies that calligraphy provides exempla, mentioning in particular #Ali b. Abi Talib’s speci-
mens, which not only offered good calligraphic models but embodied a sign or trace (§s§r)
of the practitioner’s very moral essence. Such a symmetry between a person and his work
is stated directly in yet another sixteenth-century text, Sultan #Ali Mashhadi’s ‘ir§ã al-suãår.123

Studious application and the perfection of balance between body and pen bring about the
manifestation of this essence.124 Khvandamir/Amini’s focus on Bihzad indicates that paintings
and drawings could also embody the practitioner’s essence, a transfer achieved through
the creative process.

Khvandamir wrote a book entitled Ma"§sir al-mulåk, a compilation of information “on
the institutions, foundations and wise sayings of kings and ancient sages.”125 The book gathered
the traces or memorials (ma"§sÊr) of famous figures from the past that had been transmitted
by material and textual records.126 The same term (ma"§sir) is used to refer to the contents
of the album made by Bihzad, and it describes the process of how the calligrapher or artist
moves an image of written characters or of forms occurring in the phenomenal world from
the mind to the surface of the page. The identical process is mentioned by Malik Daylami,
Shah Quli Khalifa, and Dust Muhammad, where the term §s§r refers to the album’s
calligraphies, paintings, and drawings. In the Arabic couplet cited by Dust Muhammad,

118 sharaf-i nasab §r§sta ast.
119 ba-vufår-i faîl va adab va kam§l§t-i mawrås va muktasab pÊr§sta ast.
120 Èusn-i sÊrat.
121 Khv§ndamÊr, \abÊb al-siyar, 4:327.
122 For a comprehensive analysis of conceptions of social classes and stratification based on hereditary principles

vs. individual merit up to the Mongol period, see Louise Marlow, Hierarchy and Egalitarianism in Islamic Thought
(Cambridge: Cambridge University Press, 1997), esp. pp. 1–12.

123 Ibn Khaldun describes calligraphy as “the outlining and shaping of letters to indicate audible words
which, in turn, indicate what is in the soul.” He saw it as an ability that distinguished men from animals and
revealed “what is in [people’s] minds.” See Ibn Khaldån, Muqaddima, trans. Franz Rosenthal, The Muqaddimah:
An Introduction to History, 3 vols. (New York: Pantheon Books, 1958), 2:377. Schimmel has observed that “Cal-
ligraphy can be regarded as an expression of man’s spiritual state; for ‘purity’ of writing proceeds from ‘pu-
rity’ of heart”; see Annemarie Schimmel, “The Art of Calligraphy,” in The Arts of Persia, ed. R. Ferrier (New
Haven: Yale University Press, 1989), p. 306.

124 There are both earlier and later references in texts dealing with calligraphy to types of activity that
should be avoided by the calligrapher. One account related by Abu Hayyan al-Tawhidi (d. after 1009–10)
consisted of #Ali b. Ja#far advising someone to avoid “using his hand for lifting up or putting down a thing,
especially if it is heavy.” The second part of Abu Hayyan al-Tawhidi’s treatise is comprised of nuggets of
advice and choice sayings by eminent figures about calligraphy. See Rosenthal, “Abå \aiy§n al-TawÈÊdÊ on
Penmanship,” p. 7. The article contains an Arabic transcription of the treatise. Rosenthal republished the
article (without the Arabic text), with an updated bibliography and additions to his notes in Four Essays on Art
and Literature in Islam (Leiden: E. J. Brill, 1971), chap. 2.

125 Storey, Persian Literature: A Bio-Bibliographical Survey 1:1, no. 125, (1).
126 Khalidi notes that the quotation of a man’s verses in biographical works are often “taken to be an ex-

tension of his personality,” and says that this is “also true of a man’s other works.” See Tarif Khalidi, “Is-
lamic Biographical Dictionaries: A Preliminary Assessment,” Muslim World 63, 1 (1973): 53–65; esp. 63.
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“Verily, our works point to us/so gaze after us at our works,” the notion that, like a foot-
print (another meaning of §s§r), the work was an imprint of the person is further devel-
oped into the claim that people could be understood through a visual analysis of their works.

This conception of the work as an imprint or trace of its maker was what made the sum
total of the album’s contents a memorial. The notion of writing as recorded speech embraced
calligraphy and could also be extended to paintings and drawings. These works were a
record of a practitioner’s patient application of technique and practice and demonstrated
their virtue through endeavor and achievement. Hence, beyond the significant sensory and
contemplative pleasures that were to be derived from examining art, the album guarded
for posterity and salvaged from ruin works that constituted mankind’s legacy.

INTERTEXTUALITY AND LITERARY BORROWINGS

Several aspects of literary congruence in the prefaces, basically lexical incidence, thematic
tropology, and recurring figures of speech, have, as noted earlier, been particularly criti-
cized by modern readers of sixteenth-century literature. Repetitions of topoi and tropes
are said to indicate lack of originality and the result fails to function as meaningful, com-
municative discourse.127 Valuing original, substantive references to experience and looking
for psychological insight, some modern readers have found the Persian literary tradition
hackneyed and trite. Although imitation can be thought of as original and creative,128 modern
assessments devalue repetition and ignore the value attached to performance in the six-
teenth century,129 a feature no less true for the visual arts and calligraphy than for prose
and poetry. Modern critical evaluations thus tend to lose sight of the mechanisms that drove
the sixteenth-century literary and visual traditions and to impose upon them an entirely
inappropriate value system. But more than that, such evaluations are founded on the idea
that any given expression can be original and that, in its form, discourse is adequate to
particularize the lived and felt experience of its author and that it can even succeed in doing
so. This has grave consequences for the judgment of the trope and topos. It is their very
literariness that so readily reveals them to us and that emphasizes shared experiences
and cyclical patterns.130 Despite surface differences in the aesthetics of discourse, all

127 For the legacy of Romanticist notions of originality in the modern reception of Persianate poetry, see
Losensky, “Allusive Field of Drunkenness,” p. 228.

128 This was duly noted as early as 1944 by Gustave E. von Grunebaum (“The Concept of Plagiarism in
Arabic Theory,” Journal of Near Eastern Studies 3 [1944]: 234–53). Writing on Arabic poetry, he noted that
“originality played a considerable part in the formation of the Arabs’ literary judgment” even though it is
“hardly noticeable to us” (ibid., p. 234). Von Grunebaum reviewed developments in the definition of theories
of plagiarism in Arabic poetry and went on to develop his own notions of literary creation and literary cre-
ativity in another article (idem, “The Aesthetic Foundation of Arabic Literature,” Comparative Literature 4, 4
[1953]: 323–40) where he discussed the implications of a circumscribed field of creativity and topics and how
originality functioned within it. Curiously, he ended by claiming that the adherence to tradition “prevented
the Arabs from recovering their literary creativeness” (ibid., p. 340).

129 Losensky has examined the importance of repetition in poetry and the implications of the poetic pro-
cess (ibid., esp. pp. 238–54).

130 Using Umberto Eco’s concepts of “iconic similarity” and “self-focusing,” Marilyn Waldman has stud-
ied narratives in Persian historiography to examine the relationship between the verbal description of the
event and its referent and the ways in which the text “directs attention to its own shape.” See Marilyn Waldman,
“Semiotics and Historical Narrative,” Papers in Comparative Studies 1 (1981): 167–88.
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language can be reduced to repetition—otherwise how would communication be possible?
And so we might ask if tropes and topoi make such experiences less true or less meaning-
ful.131

Two additional aspects of the literary dimensions of the prefaces remain. The first is the
use of textual excerpts, whether sentences or passages in prose, or couplets in poetry and
the nature of this borrowing. Although direct quotations from the Koran and traditions
are immediately recognizable and sometimes wise sayings are attributed to their author,
poems or prose passages from other authors are hardly ever identified. While some are
easily identifiable, they are in all probability the tip of the iceberg. The second aspect is
the preface in written books and involves a comparison between them and the album pref-
aces.

As reworkings of existing prefaces, Mir Sayyid Ahmad’s two extant prefaces, for album
H. 2156 and for Amir Ghayb Beg’s album, constitute significant challenges to determin-
ing the nature of authorship. In neither instance does Mir Sayyid Ahmad insert his own
name into the body of the preface as other preface writers—for example, Malik Daylami,
Dust Muhammad, Qutb al-Din Muhammad, and Shah Quli Khalifa—had done. By men-
tioning their names, they directly indicated their role in the execution of the preface and
sometimes in the supervision of the album’s production. Mir Sayyid Ahmad signs his name
at the end of each preface, adding a colophon as if to imply that he only copied out the
text, but in fact both prefaces show evidence of reworking.

For his preface to album H. 2156, Mir Sayyid Ahmad essentially followed the basic or-
der of Murvarid’s example. In the first half of the preface little is changed: some words are
substituted or added, and transitional phrases modified. In the second half changes are more
substantial; some segments are entirely deleted; others, for instance the section where Murvarid
describes the formation of the album, are abbreviated. Mir Sayyid Ahmad substitutes
Murvarid’s “men accomplished in calligraphy and who procured knowledge about art”132

with “patchworkers and artists”133 who were occupied with the album’s production. He
deletes the verse with which Murvarid ended his preface, and changes the date to the year
in which he completed it. Given that the preface in album H. 2156 is dated some nine
years before the album into which it was inserted, Mir Sayyid Ahmad could have copied it
as an exercise in calligraphy without any specific album in mind. The Shah Tahmasp al-
bum has Murvarid’s preface copied as an exercise in ta#lÊq by his son Muhammad Mu"min
in among pages of finely written chancellery documents.

A preface to an album assembled for Sultan Murad III (r. 1574–95)134 also uses Murvarid’s
model. Its author was Muhammad Cenderecizade and the copyist Haydar al-Husayni (it
is dated 980/1572–73, in Constantinople). He kept somewhat closer to Murvarid’s ver-
sion, retaining three of the four couplets from the concluding poem and added the year he
completed it and the place where it was copied at the end. Cenderecizade inserted his name

131 For a rare study on the value of topoi in Arabic literature, see Lawrence I. Conrad, “Abraha and
Muhammad: Some Observations Apropos of Chronology and Literary Topoi in the Early Arabic Historical
Tradition,” Bulletin of the School of Oriental and African Studies 50, 2 (1987): 225–40.

132 fuîal§"-yi khaãã shin§s va #uraf§"-yi hunar iqtib§s.
133 vaßß§l§n va naqq§sh§n. Vaßß§l§n: the term probably embraces the arts of binding, margin-making, and other

skills essential for making an album (trimming, resizing, ruling, gluing).
134 For a description of the album and its contents, see Duda, “Das Album Murads III. in Wien.”
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at the point where the process of album making is introduced, noting that he supervised
its arrangement.

Mir Sayyid Ahmad did a major remodeling of Qutb al-Din Muhammad’s preface.135 The
opening sequence where God, His creation, and the pen and tablet are praised has disap-
peared.136 Mir Sayyid Ahmad takes up at the point where the two types of pen, the vegetal
and the hair, are introduced. Occasionally substituting words, he otherwise follows Qutb
al-Din Muhammad’s course through the entire segment on the history of calligraphy, its
scripts and masters, from its earliest period to his own time. He also keeps the next major
section of his model where the hair pen is introduced and its Manichaean, Chinese, and
European practitioners are mentioned; the segue into #Ali b. Abi Talib, and the poem where
the Chinese response to #Ali’s work is described. The hemistichs of one couplet are reversed
and another couplet is deleted. A long segment of Qutb al-Din Muhammad’s text is miss-
ing. Mir Sayyid Ahmad retained the transitional passage immediately after the poem and
then picks up Qutb al-Din Muhammad’s model at the next long poem that tells of the
competition between two artists at the king’s court. He retains the next transitional pas-
sage, where the seven modes of depiction are listed, and the poem that follows, with mi-
nor changes. The next three elements are reversed. Mir Sayyid Ahmad places the masters
of Fars and Iraq first, and deletes the names of Master Sultan Mahmud and his son
Mirza #Ali. Qutb al-Din Muhammad writes that all of the masters were students of Bihzad
and that they worked in the royal kit§bkh§na. A poem of seven couplets in Qutb al-Din
Muhammad is reduced to five in Mir Sayyid Ahmad. The transitional passage to the other
group of masters is retained; in it we are advised that only recent masters will be men-
tioned. Mir Sayyid Ahmad next describes the masters of Khurasan (who had come first in
Qutb al-Din Muhammad’s preface) with no deletions and also keeps intact a poem prais-
ing Bihzad.

The next major theme is the album’s inception. In form it follows Qutb al-Din
Muhammad’s model. Shah Tahmasp is mentioned and his titles are provided. But while
Shah Tahmasp is the patron of the album in Qutb al-Din Muhammad’s preface, he is only
mentioned in Mir Sayyid Ahmad’s preface because etiquette requires mention of the cur-
rent shah. Amir Ghayb Beg’s name is substituted for Qutb al-Din Muhammad’s as the
overseer of the album’s production. The closing section follows Qutb al-Din Muhammad’s
model, with occasional word changes and the reordering of some lines of poetry. The
chronogram that contained a portion of Qutb al-Din Muhammad’s title (qißßa-khv§n) and
name is deleted, replaced by Mir Sayyid Ahmad’s signature, prayer for forgiveness, and
year of copying. The colophon is broken by two couplets of poetry that do not appear in
Qutb al-Din Muhammad’s preface.

The immediate model for Mir Sayyid Ahmad appears to have been Qutb al-Din
Muhammad.137 Although we should bear in mind that some of Mir Sayyid Ahmad’s changes

135 Comparison is based on the version of Qutb al-Din Muhammad’s preface published by \usayn KhadÊv
Jam, “Ris§l§-Ê dar t§rÊkh-i khaãã va naqq§shÊ.”

136 The theme is so central to the preface genre that its absence is puzzling. In its present binding, the
preface begins on fol. 7a (prefaces usually begin on the b side of a folio). Given the codicological changes
made to Amir Ghayb Beg’s album, it is possible that the one or two folios onto which Qutb al-Din Muhammad’s
opening sequence could have been copied are missing, but there is no way to be certain.

137 The relationship was already observed by Dickson and Welch, Houghton Shahnameh, 1:281. They de-
scribe Mir Sayyid Ahmad’s preface as a “plagiarized version.”
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might be attributed to his use of a different recension of the preface than that available to
us, the scale and purpose of some changes are so significant that scribal variation cannot
be the sole explanation. Recensions of Murvarid’s preface in numerous manuscripts of his
insh§" manual reveal only minor differences between texts.

Repeated passages are found in other examples. Some of the poetry composed by Qutb
al-Din Muhammad and later copied by Mir Sayyid Ahmad with alterations was taken from
an earlier text, the $"Ên-i IskandarÊ (Rules of Alexander, 1543–44) written by #Abdi Beg Shirazi
(1513–80).138 The source was a section of his masnavÊ that focused on “the virtues of art
and the virtuous artists,”139 especially “artists of Manichaean pen”140 and “portrayers of
Artangi forms.”141 Qutb al-Din Muhammad extracted lines and modified them according
to the principles of imitative response. Some hemistichs are kept intact; in others words
are reversed or replaced. Later in the century, Shams al-Din Muhammad used three cou-
plets of the poetry in Qutb al-Din Muhammad’s preface without any modification: “Writer
of marvels, ruddy cloaked reed/ with two tongues but silent in speech/ A resplendent cy-
press in stature spreading shade/ that draws its night-tresses underfoot/ Straight like an
arrow, in nature like a bow/ that hides the countenance of day with dark night.” Only a
few years later, Muhammad Muhsin would do the same, but his source was different. Fully
two pages of his preface (fols. 66a and 66b) are taken directly from Kashifi’s preface to the
Anv§r-i suhaylÊ (1504–5).

None of this should come as a surprise in a literary tradition where borrowing and imi-
tation constituted a central element in creativity. Qutb al-Din Muhammad’s poems are
responses to models that followed accepted rules of imitation. Mir Sayyid Ahmad and
Muhammad Muhsin are exempt from accusations of plagiarism (sarq al-shi#r, al-sariqa) be-
cause they make no claim to authorship—they simply signed the prefaces as if their only
role consisted of transcribing the text. Shams al-Din Muhammad, however, does claim to
have composed the preface and does insert poetry without any alteration.

As Losensky has noted, two forms of intertextuality in Persian literature need to be dis-
tinguished. The first is systemic, resulting from the conventional usage of language.142 This
form applies to the repertoire of figures of speech, lexical incidence, and recurring themes.
The second is intentional allusion to a literary source where “the poet consciously refers to
an earlier text and expects his audience to recognize the reference.”143 Distinct forms of
conscious allusion were codified to reflect various relationships between model and
imitative response.144 In theorizing intertextuality, forms of borrowing needed to be
separated out as did the nature of intent, whether such correspondences resulted from in-
tentional theft or the unconscious repetition of literary property. Every imaginable outcome

138 For an edition, see #AbdÊ Beg ShÊr§zÊ, $"Ên-i IskandarÊ, ed. Abå al-Faîl H§shim Ev-Oghli Rahimov (Moscow:
D§nish, 1977). The full examination of this extremely interesting text extends beyond the scope of this study.
For other compositions by the poet and biographical details, see EIr, s.v. “#AbdÊ ’Êr§zÊ” (M. DabÊrsÊ§qÊ and B.
Fragner).

139 faîÊlat-i hunar va faîl-i humarmand§n.
140 naqq§sh§n-i m§nÊ-qalam.
141 ßåratgar§n-i arzhang-raqam.
142 Some scholars have offered more restrictive definitions of intertextuality, discounting “thematic or ge-

neric kinship.” See Riffaterre, “Textuality: W. H. Auden’s ‘Musée de Beaux Arts’,” esp. pp. 1–2.
143 Losensky, “Allusive Field of Drunkenness,” p. 229.
144 For examples and terms, see ibid., pp. 229–55.
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is covered in this literature, and a consistent system was developed by the twelfth century.
Qazvini’s (d. 1338) system relied on the model Shams Qays composed in the early thir-

teenth century (where he applied Arabic theory to his works on Persian prosody). Qazvini’s
guidelines can be divided into four parts. In the first, he held that commonly used phrases,
metaphors, and metonymies belonged to everyone and could not be plagiarized. In the
second, he held that plagiarism could take two forms, either open or hidden. In the third,
he claimed that accusations of plagiarism were valid only if one could be certain that the
second poet intentionally copied the first.

The fourth part is divided into five sub-sections: a Koranic verse or hadith could be in-
serted into discourse without introducing it as a quotation and small changes to it were
permissible; if a poem is inserted into a text the quotation should be indicated unless it is
so well known as to obviate the need for identification—small changes were also permis-
sible. Borrowed prose could be turned into poetry and vice-versa; a story and poem could
be alluded to without any direct reference. To the last, al-Taftazani added proverbs or well-
known sayings.145 The preceding rules would absolve the preface writers of any accusation
of plagiarism, especially since the vast majority of materials that they do cite were well
within the bounds of well-known literary precedent.

The preceding discussion focused on various aspects of the literary dimensions of the pref-
aces and examined forms of intertextuality in literary practice. In addition to manuals of
useful quotations, authors could consult references in compilations of insh§" which were an
important vehicle of textual transmission and which shaped literary aesthetics. Several of
them were available. Writing in his history \abÊb al-siyar, Khvandamir mentions notables
who flourished during the reign of Sultan Husayn Mirza and who excelled in epistolography.
Murvarid, Kashifi, Isfizari, #Abd al-Vasi# Nizami, and Qadi Ikhtiyar al-Din Hasan were
adept in insh§" and compiled manuals of texts that they had composed. Under the biographical
notices of earlier rulers, Khvandamir identifies, among other epistolographers, Simi Nishapuri
and Khvaja Yusuf Burhan (a descendant of Shaykh Ahmad Jam). Khvandamir describes
Khvaja Yusuf’s treatise as containing the epistolary compositions of past writers.146 The
habit of compiling insh§" collections from materials excerpted from another author’s col-
lected texts was as common as the production of entirely original ones. Numerous later
manuals contain choice texts—letters, decrees, certificates, and prefaces—excerpted from
and attributed to their original author’s work.147 This habit supports the contention that
similarities between album prefaces are the result not only of conventions of organization,
theme, and language, but of familiarity with specific models. Texts composed by figures
like #Abd al-Vasi# Nizami were still being used well into the Safavid period, with passages
from his compositions turning up in Safavid correspondence.148

The same reuse is attested in the examples of album prefaces described above. Several
known instances of Murvarid as a model can be explained by the wide distribution of his
insh§" (Sharaf-n§ma), which served as a vehicle for dissemination. Qutb al-Din Muhammad’s

145 The list is paraphrased from von Grunebaum, “Concept of Plagiarism in Arabic Theory,” pp. 244–45.
146 Khv§ndamÊr, Habibu’s-siyar, trans. and ed. Thackston, 2:407.
147 One example is the excerpt taken from Sharaf al-Din #Ali Yazdi’s insh§" and found in a manuscript titled

Majmå#a-yi ras§"il, Istanbul, Süleymaniye Library, Esad Efendi 3769. Included among the excerpts is Sharaf
al-Din #Ali Yazdi’s DÊb§cha-yi muraqqa#-i Khv§ja #Abd al-Q§dir (fols. 111b–17b).

148 As noted by Mitchell, “Safavid Imperial Tarassul and the Persian Insh§" Tradition,” pp. 205–6.
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preface may have become known in a similar way, surviving as it does today in majmå#a

and insh§". Khvandamir/Amini’s preface survives today in Khvandamir’s insh§" (N§ma-yi n§mÊ).
But this is merely the most immediate connection between insh§" and the album; there are
other conceptual relationships to consider.

First, both insh§" and album are collections of material defined by preestablished catego-
ries. Although no single album equals the insh§" in its textual content, the album did share
the pedagogical and didactic function of the insh§" collection: the practice of compiling
examples of letters and decrees composed by well-known historical figures and used by the
insh§" reader as paradigms for construction, rhetoric, style and composition is not so far
removed from the idea of the album. Second, albums were also assembled from important
works—written, drawn and painted—that offered excellent examples for study. The bio-
graphical aspect inherent in the insh§" manual is taken even further in the album, a mas-
sively developed biographical object. Its contents also offered access to a host of promi-
nent figures from the past, because their works were records of their skills and achieve-
ments.

Finally, preface writing was analogous to poetic practice and album composition. Sev-
eral metaphors of process, first applied to the poet but also appropriate for the album compiler,
have already been mentioned. The etymology of the word for album (muraqqa#) provides
another linkage. The word means, in Edward William Lane’s definition, “a garment or
piece of cloth, much patched, or having many patches. And hence, as being likened to a
garment much used.”149 It made perfect sense for the album as an object assembled from
an aggregate, each of its pages a patchwork assemblage. The analogy extends equally well
to the poet’s practice of combining metaphors and textual fragments into a newly ordered
whole.

In reading examples of prefaces from a variety of works, commonalities of structure,
language, theme, and metaphor also come to the fore. Selected examples are summarized
in appendix 2. A comparative study of prefaces and album prefaces reveal several literary
continuities. For example, regardless of the project or field of endeavor, whether history in
prose, works on ethics and philosophy, poetry, or a polemic tract on the Turkish language,
that the preface introduced, God’s creation played a critical role. God fashioned and fa-
vored man and provided him with prodigious gifts of thought and of communication through
speech and writing. Man could create too, although the nature of his creativity required
tempering and definition in relation to the creatio ex nihilo. The advantage acquired through
these multifaceted endeavors was that they made a record of man’s achievement, as a form
of memorialization, a power also critical to the album.

Despite these numerous close relationships of theme, form, language, and the stress on
human capacities to create, critical differences emerge between the prefaces written for albums
and the prefaces written for books. In the album prefaces the themes of praise, whether to
God, the Prophet Muhammad, the album owner and compiler, or to the finished album

149 Edward William Lane, “r q #a,” Arabic-English Lexicon, bk. 1, pt. 3 (London and Edinburgh, 1867), p.
1138. The source is al-Mutarrizi (538–610/1144–1213), al-Mughrib fÊ tartÊb al-mu#rib. The same meaning is attested
in the sixteenth-century source of Vasifi’s Bad§"i# al-vaq§"i#, 2:154. In a poem Vasifi refers to a dervish’s tasbÊÈ
and muraqqa#: dalqat ba chi k§r §yad va tasbÊÈ va muraqqa# / khud r§ zi #amalh§-yi nikåhÊda barÊ d§r / È§jat ba kul§h-i
barakÊ d§shtanat nÊst / darvÊsh ßifat b§sh va kul§h-i tatarÊ d§r. It is an invective directed to a hypocritical dervish.
The patched cloak also appears in Shah Quli Khalifa’s preface among others.
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are massively expanded. We find no articulated theory of method or consideration of the
very foundations of knowledge. Comparison only highlights the album preface’s rhetorical
dimension, its coy relationship to the subject that it introduces. Theories of art, criteria of
judgment, and the benefits acquired from the visual examination of calligraphy, painting,
and drawing, while mentioned, are not described in detail or articulated to the reader as
principles. There is a disconnection between visual experience and verbal articulation that
cannot be adequately explained or understood as an absence of thought or of action. Rather,
the literary dimensions of the album preface find their closest analogies in poetic practice,
in the fun and games of saying one thing and meaning another, of fixing meaning. A com-
plete verbal discussion of the album’s contents could only occur in the context of viewing
as a form of immediate reception integrated with seeing, a series of conversations, of ob-
servation, debate, and criticism. To record such discourse was deemed redundant. Instead,
the prefaces drew on a store of examples and precedents written with a literary complexity
that required the full attention of its reader.
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CHAPTER FIVE

ART IN HISTORY AND PRACTICE

The writing of history using biography, where chronology is expressed through genealogy,
is a feature that developed early on in Islamic historiography.1 Specialized biographies
compiled according to profession of the “restricted” type, to use Wadad al-Qadi’s term,2

developed as a literary genre in the first centuries of Islam.3 General biographical dictionaries
made up of compilations of notices about exemplary and famous figures are a much later
development. The first example is probably the Wafay§t al-a#y§n of Ibn Khallikan (d. 1282),4

who, like many authors before him, introduced it as “a concise work in the science of history.”5

The origin of the division into “classes” (ãabaq§t), which lies at the foundation of Islamic
biography, is thought to be an outgrowth of hadith. According to this notion, the principles
of spiritual genealogy were applied to the organization of intellectual endeavors; the application
was also regarded as a manifestation of a more general Arab concern for genealogy.6 Others
have explained it as connected to the “Muslim concept of the history of salvation, with the
succession of pious men, beginning with the prophets, whose characters were so many models
to be imitated.”7 By the end of the ninth century, ãabaq§t had become “part of a global
preoccupation of all scholars in different fields: to give to society the canons for transmitting
knowledge, whether sacred or secular, . . . by means of a biographical tool.”8

BEFORE THE PREFACE: BIOGRAPHICAL AND HISTORICAL WORKS, AND
TREATISES ON CALLIGRAPHY

Both types of biography—specialized and general—were prevalent in the late fifteenth century:
#Abd al-Rahman Jami’s NafaÈ§t al-uns min Èaîar§t al-quds (Sweet Scents of Intimacy from

1 Malak Abiad, “Origine et développement des dictionnaires biographiques arabes,” Bulletin d’Études Orientales
31 (1979): 7–15; esp. 9–10. For a detailed study of this aspect of historiography, see Tarif Khalidi, Arabic Historical
Thought in the Classical Period (Cambridge: Cambridge University Press, 1994); and Franz Rosenthal, A History
of Muslim Historiography (Leiden: E. J. Brill, 1968). For a discussion of the list in early histories, found first in
the magh§zÊ literature (lists of martyrs) and then ãabaq§t, see Albrecht Noth, The Early Arabic Historical Tradition:
A Source Critical Study, 2nd ed. in collaboration with Lawrence Conrad (Princeton: Darwin Press Inc., 1994),
esp. chap. 2.

2 Wad§d al-Q§·Ê, “Biographical Dictionaries:  Inner Structure and Cultural Significance,” in The Book in
the Islamic World: The Written Word and Communication in the Middle East, ed. George N. Atiyeh (Albany: State
University of New York Press, 1995), pp. 93–122, 95.

3 For early biographies, see Ilse Lichtenstadter, “Arabic and Islamic Historiography,” The Moslem World
35, 2 (April 1945): 126–32; Ibrahim Hafsi, “Recherches sur le genre ‘•abaq§t’ dans la littérature Arabe, pt.
1,” Arabica 23, 3 (September 1976): 227–65; and idem, “Recherches sur le genre ‘•abaq§t’ dans la littérature
arabe, pt. 2,” Arabica 24, 2 (June 1977): 150–86.

4 Al-Q§·Ê, “Biographical Dictionaries,” p. 95.
5 As noted by al-Q§·Ê in ibid., n. 3.
6 See EI suppl., s.v. “•abaÎ§t” (W. Heffening). For an example, see Muhammad Hamidullah, “Le ‘Livre

des Généalogies’ d’al-Bal§dirÊy,” Bulletin d’Études Orientales 13 (1949–51): 197–211.
7 See EI2, s.v. “•abaÎ§t” (Cl. Gilliot).
8 Ibid.
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the Presences of the Pure), commissioned by Mir #Ali Shir Nava"i in 1476–77 and completed
in 1478–79, is a collection of notices of five hundred and sixty-seven saints; Khvandamir’s
Dastår al-vuzar§" (1509–10) is a compendium of biographies of viziers from the Umayyad
through the Timurid dynasties; and Mir #Ali Shir Nava"i’s Maj§lis al-naf§"is (begun 1490–
91), provides biographies of contemporary poets who wrote in Persian and Chaghatay. Also
from the late Timurid period is Dawlatshah Samarqandi’s Tazkirat al-shu#ar§" (Biography
of Poets), completed 1487, which he dedicated to Mir #Ali Shir Nava"i.9

In Khvandamir’s biography of viziers the notices are arranged according to the dynasty
that they served. Although reading and writing and eloquence in speech were required of
all viziers, and hence references to the possession of good script are ubiquitous in tazkira

notices, some viziers (such as Ibn Muqla) were especially renowned for their calligraphy.
Among them was Ibn Muqla (Abu #Ali b. Muqla), to whom Khvandamir devotes an entry
in the section on viziers under the Abbasid caliphate: “Calligraphy, the viewing of which
afforded perfect pleasure to the sight of people of insight, he strung on the thread of invention,
and with his miraculous jewel-sprinkling pen he drew the line of cancellation through the
written characters of the calligraphers of the entire world.”10 The remaining portion of the
biographical notice describes his service under several caliphs, leading up to the point where
the caliph ordered his hand to be cut off for alleged treason. Khvandamir asks: “Why did
they cut off his hand when it is the vehicle of calligraphy and it copied so many Korans?”11

He ends by noting that Ibn Muqla served three caliphs and that he copied three Korans
during his lifetime.12

Dawlatshah’s comprehensive collection of biographies of poets was the first to be written
after al-#Awfi’s Lub§b al-alb§b (1221), two and a half centuries earlier. Paul Losensky described
Dawlatshah’s goal as “nothing less than to create a poetic universe”;13 the resulting work
reflects the project of literary codification and consolidation pursued by the Timurid and
Turkmen dynasties.14 Dawlatshah’s biographical work comprises one hundred and fifty notices
about poets past and present, each entry following a relatively standard structure and including
biographical information such as family background, origins of the poet, class, education,
patron, teacher, etc.15 At a minimum, he cites one hemistich (maãla#) by the poet, and he
often comments on the merits of the poet’s work and assesses his talent. Dawlatshah’s
biography is divided into separate sections, each devoted to a particular class or rank (ãabaq§t)
of poet. The work ends with a discussion of contemporary poets, and in particular six poets
who were patronized by Sultan Husayn Mirza. Dawlatshah’s compilation became the model
for biographies of poets compiled during the Safavid period by Sam Mirza (TuÈfa-yi s§mÊ)

9 For summary of Dawlatshah’s biography, description of the book, recensions, and scholarly literature,
see Storey, Persian Literature: A Bio-Bibliographical Survey, 1, 2, no. 1093.

10 khaããÊ ki az mush§hada-yi ßåratash baßar-i ahl-i baßÊrat ÈaííÊ-yi k§mil y§ftÊ dar rishta-yi ikhãir§# muntaíam gard§nÊd
va ba-qalam-i gawharb§r-i mu#jiz §s§r raqam-i naskh ba-riq§#-i khuãåã-i khush-nivÊs§n-i aãr§f-i jah§n kashÊd (Khv§ndamÊr,
Dastår al-vuzar§", pp. 78–80, esp. 78).

11 dastÊ r§ v§îi#-i khaãã ast va chand mußÈaf nivishta chir§ mÊ-burÊd (ibid., pp. 79–80).
12 dar ayy§m-i Èay§t sih mußÈaf dar qalam §vard (ibid., p. 80).
13 Losensky, “’Welcoming Figh§nÊ:’ Imitation, Influence,” p. 151.
14 Ibid., pp. 151 and 138.
15 The same categories of information are given in poets’ biographies in Mir #Ali Shir Nava"i’s Maj§lis al-

naf§"is. For a summary of them, see Subtelny, “The Poetic Circle at the Court of the Timurid Sultan,” pp.
28–30.
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before 1560–61, and Sadiqi Beg Afshar (Majma# al-khav§ßß, The Concourse of the Elite)
compiled in the 1590’s.

Dawlatshah and Mir #Ali Shir Nava"i wrote their biographies principally for the purposes
of mentioning poets and illustrating their achievements through exemplary poems. Other
competencies like calligraphy, drawing, and music-making that went beyond rhetoric,
discourse, and mastery over poetic forms are adduced to demonstrate the subject’s range
of expertise and conspicuous talent. Another context in which Dawlatshah refers to
calligraphers and artists is in his synopsis of a ruler’s career, where he sketches a picture of
court life, culture, and patronage by listing a group of participants, producers, and arbiters.
He considers two Jalayirid rulers, Sultan Uvays who he says painted in the “V§ßitÊ” manner
and was the teacher of the artist #Abd al-Hayy;16 and Sultan Ahmad, “a master in such
forms of skill as depiction, illumination, bowmaking, arrowmaking, and inlay among others,”
who also wrote the six scripts.17 The entry ends with a hemistich composed by the sultan.

In his synopsis of the Timurid sultan Shahrukh’s reign, Dawlatshah focuses on four
outstanding men who worked in Herat during that time, specializing in music, singing,
architecture, and painting. The entries on Baysunghur and Ibrahim Sultan emphasize the
generosity of their patronage and recount anecdotes illustrating the rivalry between the
courts in Herat, Shiraz, and Samarqand.

Despite his clear admiration for this cultural precedent, Dawlatshah also promotes the
superiority of his own contemporary setting. Where he describes the argument Baysunghur
and Ulugh Beg had over which was better, the Khamsa of Amir Khusraw Dihlavi or the
one of Nizami, for example, he writes that in his time such a debate would easily have
been settled; “If such prejudice existed today, the minds of the cambists, who are currently
appraisers in the bazaar of excellence—long may they endure—would have uncovered a
rule of preference and abolished all ambiguity.”18 His comment implies that a method of
arbitration had been developed that offered a definitive answer to the problem by using a
set of processes for judging quality which was superior to that of the early Timurid period.

It was also in the later years of the fifteenth century that writers began to insert notices
about calligraphers and artists into universal histories. Similar boasting about advances in
judgment to those found in Dawlatshah can be found in notions of the superiority of the
new in the history of art, advanced by Khvandamir in a series of references to practitioners
of the arts that occur in his biographies, principally in the \abÊb al-siyar, which begins in
the pre-Islamic period and ends in 929–30 (1523–24). After each section on an individual
reign, which provides the framework for his history, he inserts lists of notable figures arranged
by primary occupation. Under the reign of Shahrukh (r. 1409–47), for example, Khvandamir
lists the names of comptrollers (ßadr), viziers, sayyids, shaykhs, and other learned men. Within
each class, individuals are arranged by their date of death. Only occasionally do we find
anecdotes about calligraphers or artists in the historical narratives proper.19

16 Dawlatsh§h SamarqandÊ, Tazkirat al-shu#ar§", p. 295.
17 va dar anv§#-i hunar chun taßvÊr va tazhÊb va qav§ßÊ va sih§mÊ va kh§tim-bandÊ va ghayr zalika ust§d bådÊ va shish

qalam-i khaãã nivishtÊ (ibid., p. 342).
18 agar §n #aßabÊyat dar Ên råzg§r bådÊ kh§ãir-i nuqq§d jawharÊy§n-i b§z§r-i faîl-i Ên råzg§r ki #amr-sh§n ba-khulåd

payvasta b§d r§h-i tarjÊÈ namådandÊ va raf#-i ishtib§h kardandÊ (ibid., p. 267).
19 One example of a calligrapher’s biography placed in a historical narrative is that of Mawlana Ma#ruf

whom Khvandamir names as the master of Mawlana Shams al-Din (a.k.a. Muhammad b. Husam or Shams



art in history and practice 125

In his earlier history, the Khul§ßat al-akhb§r fÊ bay§n aÈv§l al-akhy§r (1500), Khvandamir
completed the work with an epilogue comprising biographical notices of some of Sultan
Husayn Mirza’s contemporaries.20 In the \abÊb al-siy§r he increasingly emphasizes artists
and calligraphers beginning with the reign of Shahrukh. Two entries about artists active
during Shahrukh’s rule show a historical and genealogical conception that suggests a
consciousness of a history of art, though not expressing it as such. The first entry is on
Mawlana Shams al-Din al-Haravi, a student of Mawlana Ma#ruf. Working under Baysunghur’s
patronage, “he signed many of his calligraphic specimens in the name of Yaqut al-Musta#simi
and the quick-sighted ones who appreciate subtleties accepted this situation.”21 Mawlana
Ja#far Tabrizi is praised for his excellence in all scripts, especially nasta#lÊq. Three of his
students—Mawlana Azhar, Mawlana Shihab al-Din #Abd Allah Ashpaz, and Mawlana Shaykh
Mahmud—are the Ibn Muqla, Sayrafi, and Yaqut of the age.22

Khvandamir evaluates the calligraphers’ skills by comparing them with past masters. He
pairs Ja#far’s three students with Ibn Muqla, #Abd Allah al-Sayrafi, and Yaqut al-Musta#simi,
though he does not elaborate on the specific aspects of their calligraphy that would justify
the comparison. The progress of nasta#lÊq had culminated in the recent past. Writing on
the perfection of Sultan #Ali Mashhadi’s nasta#lÊq at the end of Sultan Husayn Mirza’s reign,
Khvandamir says that he had “obliterated the calligraphy of masters of the past and present.”23

Mawlana Mir #Ali is the last nasta#lÊq calligrapher whom Khvandamir mentions, bringing
the reader fully into the present, after his account of the Safavid ruler Shah Isma#il and
thus at the very end of his history. Mir #Ali, known to be a sayyid, is, he says, “the leading
calligrapher in nasta#lÊq script.”24

Skill in calligraphy is a virtue often mentioned by Khvandamir, whatever the profession
of the personage he describes, indicating that the acquisition of good writing was a prerequisite
for any kind of participation in courtly culture. In addition to calligraphers, dependent to
various degrees on court patrons, he writes about correspondence secretaries employed by
the court whose advantage lay in their ability to write well (mainly in ta#lÊq), and probably

al-Baysunghuri). He is discussed at length in the narration of events that followed the plot to assassinate Shahrukh
in 830 (1427), because of his suspected collusion with Ahmad Lur (Khv§ndamÊr, \abÊb al-siyar, 3:615–18).
Khvandamir’s biography of Mawlana Ma#ruf is made up of a series of anecdotes strung together. He begins
by tracing his movements between successive patrons, including Sultan Ahmad Jalayir and Iskandar Sultan.
As a direct result of his failure to conform to the requirement of writing five hundred couplets per day in
Iskandar Sultan’s workshop—Mawlana Ma#ruf did not write anything for two whole days—he was brought
before his patron to offer an explanation. In the ensuing narrative the problem is resolved. A tent is pitched
for Mawlana Ma#ruf, he is provided with an assistant to trim his pen, and he makes up for the lost two days’
production before afternoon prayer. After Iskandar Sultan’s fall from power, Mawlana Ma#ruf is uprooted by
Shahrukh and moved to Herat where his talent is appreciated, but he is soon in trouble again because of his
“self-confident” and haughty attitude; he kept paper supplied to him by Baysunghur to copy a Khamsa for
more than a year, only to return it to the prince still unused. Khvandamir suggests that irritating Baysunghur
did not help promote sympathy for him when he was accused of conspiring with Ahmad Lur to murder Shahrukh.

20 The conclusion lists monuments and gardens of Herat and biographical notices divided according to
shaykhs, sayyids, and nobles; grandees of the state and members of the ulema; calligraphers of the royal library;
artists and engineers; musicians. For the epilogue, see Khv§ndamÊr, M§"asir al-mulåk ba-îamÊma-yi kh§tima-yi
khul§ßat al-akhb§r va q§nån-i hum§yånÊ, ed. MÊr H§shim MuÈaddas (Tehran: Ras§, 1372), pp. 183–245.

21 bisy§rÊ az khuãåã-i khvish r§ ba-n§m-i Y§qåt al-Musta#ßimÊ kard va mubaßßir§n-i nukta-d§n Ên ma#nÊ r§ qabul farmådand
(Khv§ndamÊr, \abÊb al-siyar, 4:19).

22 Ibid.
23 ki khuãåã-i ust§d§n-i mutaqaddimÊn va muta"§khkhirÊn r§ mansåkh s§kht (ibid., 4:351–52).
24 va dar khaãã-i nasta#lÊq sar §mad-i khush-nivÊs§n (ibid. 4:618–19).
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quickly. Mawlana #Abd al-Hayy Munshi, Mawlana Mu#in al-Din Muhammad Isfizari, and
Amir Nizam al-Din #Abd al-Hayy Munshi are among those mentioned. To some extent
the groupings indicate a separation between practitioners who specialized in ta#lÊq and those
who specialized in nasta#lÊq. Khvandamir also distinguishes between the “six scripts” and
the more recently invented ta#lÊq and nasta#lÊq. Discussing Khvaja Muhammad Mu"min (b.
Khvaja Shihab al-Din #Abd Allah Murvarid), Sam Mirza’s tutor, he says that “in the
delineation of the basic scripts he has risen to such a height that in Iraq and Khurasan
today he is considered the most accomplished calligrapher of that region.”25 His statement
is doubly “historical” in its separation of a canon of scripts from more recently developed
and perfected ones and its promotion of Muhammad Mu"min as a repository of an aesthetic
dating from the late thirteenth century to a contemporary setting.

Some of Khvandamir’s biographical notices are humorous, others judgmental in tone.
His entry for Mawlana Simi Nishapuri revolves around an anecdote about two men placing
a bet on how many mawnds of dates the bulimic calligrapher could eat.26 Of Mawlana Sultan
Muhammad Khandan, he notes his predilection for the good life: living in Herat, he
“sometimes deigns to produce examples of calligraphy.”27

Notices on court painters sponsored by Sultan Husayn Mirza and Mir #Ali Shir Nava"i
accompany the entries for learned men. He writes of Mawlana Hajji Muhammad Naqqash
that he “constantly delineated strange things and wonderful forms with the pen of thought
on the pages of time”28 and was complete in his mastery of depiction and illumination.
Khvaja Mirak Naqqash, also a calligrapher, was peerless in depiction (taßvÊr) and illumination
(tazhÊb).29 Mawlana Qasim #Ali, a member of the ulema, was “in the craft of making gold
leaf and gilding . . . likewise at the limit of experience.”30 Khvandamir’s notice on Bihzad
is entirely consistent with the praise of the artist in the Khvandamir/Amini preface:

[Bihzad] manifests rare images and wonderful artistic manifestations. Wielding his pen like
Mani, he has canceled out the works of earthly painters and his miraculous fingers have ef-
faced the depictions of mortal men

[couplet]
He took one hair from his brush
he gave life to inanimate form.31

The notice on Bihzad compares his skill and ability to that of the painter Mani and all the
painters in between, and ends by identifying his patrons Mir #Ali Shir Nava"i and Sultan
Husayn Mirza and the prognosis for his continued favor and success. Khvandamir concludes
again that he has outdone all prior achievements in painting, just as Sultan #Ali Mashhadi
had done for nasta#lÊq.

Khvandamir partly modeled his history on Mirkhvand’s Rawîat al-ßaf§" in its chronological

25 dar taÈrÊr-i khuãåã-i ußål ba-daraj§t rasÊda ki Èal§ dar #Ir§q va Khur§s§n tam§mÊ khushnivÊs§n §n jan§b r§ musallam
mÊ-d§rand (ibid., 4:616).

26 Ibid., 4:62.
27 va g§hÊ himmat bar kit§bat-i nusakh-i sharÊfa mÊ-gum§rad (ibid., 4:363).
28 payvasta ba-qalam-i andÊsha umår-i gharÊba va ßuvar-i #ajÊba bar ßaÈ§"if-i råzg§r taÈrÊr mÊ-namåd (ibid., 4:348).
29 Ibid.
30 az ßan#at-i zar-kåbÊ va zar-kashÊ nÊz ba-gh§yat ß§Èib-i vuqåf ast (ibid., 4:358–59).
31 muíhir-i bad§"i#-i ßuvar ast va maíhar-i nav§dir-i hunar qalam-i m§nÊ raqamash n§sikh-i §s§r-i mußavvir§n-i #§lam

va ban§n-i mu#jiz shams m§ÈÊ taßvÊr§t-i hunarvar§n-i banÊ §dam [bayt] må-yi qalamash zi å sit§dÊ/ j§n d§da ba-ßårat-i
jum§dÊ (ibid., 4:362).
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scope and language,32 but the biographical notices at the conclusion of regnal periods seem
to have been his own idea. Mirkhvand’s volumes, covering the Ilkhanid and early Timurid
periods, contain no biographies, and it is not until the seventh volume, in a summation of
the cultural and intellectual achievements of Sultan Husayn Mirza’s rule written by
Khvandamir as a continuation of Mirkhvand’s history, that biographies appear.33 In large
measure they are the same as those found in the \abÊb al-siyar though slightly rearranged.
Anecdotes and brief notes about artists and calligraphers also occur in the body of Mirkhvand’s
history, but they are integrated into that history as noteworthy events.34

An examination of the biographical notices placed at the end of regnal periods in
Khvandamir’s universal history indicates that before Shahrukh’s time (d. 1447) calligraphers
and artists were not singled out in discussions of famous men attached to, or associated
with, the court. The only exception is a reference made in a biography dating from the
Ilkhanid period to a vizier’s skill in chancellery script. Numerous notices accompany pre-
Timurid accounts and mention shaykhs, scholars, members of the ulema, poets, muÈaddiths,
chess players, and musicians, but references to painters and calligraphers are absent. Despite
this absence, other references in Khvandamir indicate that he knew about calligraphers
active in the pre-Timurid period, notably Ibn Muqla, Yaqut al-Musta#simi, and #Abd Allah
al-Sayrafi. This gap in his history may be explained by his focus on courtly life and its
participants and perhaps also by his conviction that the most direct precedent for late Timurid
and early Safavid court life could be found in the patronage of Shahrukh and his son
Baysunghur at Herat. Dawlatshah takes court history slightly further back, locating the origins
of court-sponsored painters in the reigns of the two Jalayirid rulers, Sultan Uvays and Sultan
Ahmad.

Dawlatshah and Khvandamir both had a clear conception of the history of depiction
and calligraphy that emerges from reading their work. They also believed that the arts had
been further perfected in their own time. Their history of depiction, in particular, parallels
the historical and genealogical conception of the tazkira: the search for origins is often
incorporated into other works on poetry. For example, the preface to Mawlana Sayfi #Aruzi
Bukhari’s #Aråî-i sayfÊ (Metrics of Sayfi), completed in 1490–91, a treatise on poetic meter
and rhyme, presents a series of arguments and opinions by various writers as to who was
the first poet to write in Persian—Bahram Gur, Abu Hafs Sughdi, or Rudaki.35 Pinning
the origin of a technique or practice on a historical individual had long belonged to the
Islamic intellectual tradition, motivated in part by the need to explain precedents for customs.36

The earliest known practitioner of the genre, which came to be referred to as av§"il, is Abu
Bakr b. Abi Shayba, whose Mußannaf (literary work) written in the ninth century37 contained
a section on “firsts.” The earliest monographic treatment of “firsts” was Abu Hilal al-Askari’s
Kit§b al-aw§"il (Book of Firsts, before 1005); one of the best known was Tha#alibi’s Laã§"if

32 Quinn, “Historiography of Safavid Prefaces,” pp. 3–6.
33 See MÊrkhv§nd, Rawîat al-ßaf§", 7:242–304.
34 The densest group of references to calligraphers is prompted by Baysunghur’s death (MÊrkhv§nd, Rawîat

al-ßaf§", 6:704–5).
35 For references to treatise, see Storey, Persian Literature: A Bio-Bibliographical Survey, 3, 1, no. 292.
36 See EI2, s.v. “Aw§"il” (F. Rosenthal).
37 Listed in ibid. Shortly after the Mußannaf were works entirely devoted to the topic by al-Kalbi, al-Mada"ini,

and al-Hasan b. Mahbub.
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al-ma#§rif (Subtleties of Knowledge, before 1038).38 Tha#alibi’s work includes several “firsts”
for writing and materials: Idris (Enoch) “was the first to use writing”39 and to write with a
pen,40 and Joseph was the first to use papyrus (al-qar§ãÊs).41 Elsewhere we learn that Samarqand
is famed for its paper “which has driven out of use the Egyptian papyrus and the parchment
which previous generations employed; this is because it looks better, is more supple, is more
easily handled and is more convenient for writing on. It is only made in Samarqand and
China.”42

Other works of belles-lettres (adab) contained chapters about language and writing. In
his late-tenth-century Fihrist (Canon) Ibn al-Nadim began with a section on “the languages
of the peoples, Arab and foreign, the characteristics of their methods of writing, their types
of script and forms of calligraphy.”43 He cited numerous traditions which attributed writing
to different men, among them one from Ka#b (al-Ahbar) saying that Adam was the first
person to write in the Arabic and Persian scripts,44 explaining later that Adam wrote on
clay before other supports came into use, including copper, stone, wood, leaves, bark, tanned
hides, silk, parchment, and paper.45

As Khvandamir’s history moves further into the sixteenth century, biographical notices
become more numerous but the same is not the case for the histories of Babur (B§burn§ma

[Book of Babur], before 1530),46 and Muhammad Haydar Dughlat (T§rÊkh-i rashÊdÊ, 1546),47

which are more circumscribed in scope chronologically and geographically. Because of Babur’s
narrower focus, biographical notices were confined to celebrated people at Sultan Husayn
Mirza’s court. The last Timurid ruler’s death in 1506 occasioned a long biographical sketch,
followed by notices for his children, wives, concubines, amirs (the longest on Mir #Ali Shir
Nava"i), ministers, viziers, learned men, poets, artists, and musicians. His list of artists—
Sultan #Ali Mashhadi, Bihzad, and Shah Muzaffar—is thus surprisingly brief.48

Despite a longer chronological span that offered more opportunities to talk about courts
and their activities, Muhammad Haydar Dughlat, like Babur, concentrates mainly on the

38 #Abd al-Malik b. MuÈammad Tha#§libÊ, Laã§"if al-ma#§rif. For a translation, see C. E. Bosworth, The Book
of Curious and Entertaining Information: The Laã§"if al-ma#§rif of Tha#§libÊ (Edinburgh: Edinburgh University Press,
1968). The first chapter, “Concerning the First Occurrences of Various Things and the First Persons to Do
Various Things,” is an excellent example of the scope of such works and of the pleasure to be derived from
reading them.

39 Ibid., p. 39. For identification of Enoch with Idris, see n. 5. In an addendum, Bosworth notes how Idris
was “associated or identified with Hermes Trismegistus, the founder of hermetic philosophy who, according
to the . . . Epistles of the tenth-century Basran group of the Ikhw§n aß-‘af§" . . . journeyed to Saturn and spent
thirty years there learning the secrets of the heavens before bringing them down to mankind” (ibid., p. 147).

40 Ibid., p. 68.
41 Ibid., p. 40.
42 Ibid., p. 140. He adds the story that knowledge of paper-making was derived from captured Chinese

prisoners brought to Samarqand (see ibid., n. 143).
43 Ibn al-NadÊm, Fihrist, trans. Dodge, The Fihrist of al-Nadim, 1:2.
44 Ibid., 1:7.
45 Ibid., 1:39–40.
46 For notes on the composition of the text, its cultural context, and a translation, see Thackston, The Baburnama:

Memoirs of Babur, pp. 9–31. As it survives today the history covers the periods 1494–1503, 1504–20, and 1525–
30. For an explanation about the lacunae, see ibid., p. 11. Babur’s history is an often personal account of
events that he experienced during this period.

47 For a translation of the text and commentary, see Thackston, Mirza Haydar Dughlat’s Tarikh-i Rashidi.
The history covers the period between ca. 1329 and 1543.

48 The notices were published as excerpts by MuÈammad ShafÊ#, “Iqtib§s az v§q#i§t-i B§burÊ,” Oriental College
Magazine 10, 3 (May 1934): 140–49.
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notables of Sultan Husayn Mirza’s time, another testament to the fame of the Herat court.
The occasion used to introduce his biographical notices is a trip that he made to Khurasan.
He organizes the notices into separate categories—mystics, learned men, poets, calligraphers,
painters, illuminators, singers, and musicians—before returning to his narrative.49 The section
on calligraphy includes references to practitioners and their students, scripts and their
inventors, arranged into a narrative that traces a history of calligraphy from the late fourteenth
century into the sixteenth century. We are treated to a passage on Sultan #Ali Mashhadi,
with an excerpt from his treatise inserted into it. An anecdote tells how Sultan #Ali Mashhadi
learns an important lesson, when he was asked to complete an unfinished Khamsa copied
by Ja#far al-Tabrizi. On his way to court to seek approval for the section he had completed
he was greeted by the calligrapher Azhar, who disapproved of what he had written and
punished him by locking him up in his house for two days. When Azhar released Sultan
#Ali Mashhadi, he told the young calligrapher that he was talented but that he lacked technique
and furnished him with samples to study and copy. Muhammad Haydar Dughlat closes
with biographies of Sultan #Ali Mashhadi’s students and their followers.

Muhammad Haydar Dughlat’s treatment of painters is not strictly chronological.50 He
begins with Shah Muzaffar and his father Master Mansur, making detailed comments about
quality and technique of their works and noting that Shah Muzaffar died young and therefore
left few examples. Next Bihzad is discussed briefly, mainly in comparison to Shah Muzaffar.51

Then Muhammad Haydar Dughlat jumps back to the time of the Ilkhanids (r. 1256–1353)
and writes about #Abd al-Hayy, noting that contemporary practitioners thought he was a
saint and that in later years he attempted to destroy his own works. Returning to the late
fifteenth century, he mentions students of Bihzad—Qasim #Ali Chihragushay and a second
Qasim #Ali—and Bizhad’s master and father Mawlana Mirak Naqqash, whom he describes
in detail. He comments briefly on Ustad Baba Hajji, his brother Ustad Shaykh Ahmad,
Mawlana Junayd, Ustad Husam al-Din Ghadaragar, and Mawlana Vali. He mentions another
pupil of Bihzad’s, Mulla Yusuf, and ends with Mawlana Darvish Muhammad, the master
of Muhammad Haydar Dughlat. It is at this point that one realizes why he devoted so
much attention to Shah Muzaffar, who had trained Mawlana Darvish Muhammad, making
him Muhammad Haydar Dughlat’s artist-grandfather. The section on illuminators is brief:
only Yari and Mawlana Mahmud are mentioned. In both the sections on painters and on
illuminators Muhammad Haydar Dughlat notes that there were many more, but that he
has limited himself only to the masters.

The habit Khvandamir—and Mirkhvand to a lesser extent—had of recording names of
calligraphers and artists notable in the life and culture of the court in the late fifteenth
century was continued into the sixteenth century by Babur and Muhammad Haydar Dughlat.
Dawlatshah and Mir #Ali Shir Nava"i also mention practitioners of calligraphy and the arts
of depiction and illumination but for the most part as auxiliary skills, as does Sam Mirza

49 See Thackston, Mirza Haydar Dughlat’s Tarikh-i Rashidi, pp. 117–32. The biographical notices were published
as excerpts by MuÈammad ShafÊ#, “Iqtib§s az t§rÊkh-i rashÊdÊ,” Oriental College Magazine 10, 3 (May 1934):
150–70.

50 The section on artists was translated by Arnold with a commentary and notes on terms (T. W. Arnold,
“MÊrz§ Muhammad Haydar Dughl§t on the Her§t School of Painters,” in Binyon, Wilkinson, and Gray, Persian
Miniature Painting, app. 2, pp. 189–91).

51 An intelligent discussion of the terminology and the points of comparison was made by Soudavar, Art of
the Persian Courts, pp. 95–97.
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in his biography of poets. But only Muhammad Haydar Dughlat provides a section on
calligraphers in narrative form, and it comes some two years after Dust Muhammad’s preface,
the earliest known example. Thus, although events in artists’ lives figure in the history proper
and as strings of biographical notes at the end of regnal periods, he does not form a history
of art as a narrative although he certainly shows a historical sense of past and present.

In the aftermath of the album preface, several Safavid-period histories contain narrative
accounts, including those of Hasan Beg Rumlu, Budaq Munshi Qazvini, and Iskandar Beg
Munshi. For example, in his AÈsan al-tav§rÊkh (completed 1577),52 Hasan Beg Rumlu traces
a history of calligraphy amid his necrology for the year 919 (1513–14), the year in which
Sultan #Ali Mashhadi died, thus providing the rationale for a historical account.53 More
developed is the narrative in Budaq Munshi Qazvini’s Jav§hir al-akhb§r, completed around
the same time (1576–77).54 His account of calligraphy and the arts of depiction was prompted
by the naming of Caliph al-Muqtadir (r. 908–32), whom Ibn Muqla had served as vizier,
in the historical section on the Abbasid caliphs. Qazvini’s text is full of intriguing asides,
and he divides the narrative into separate parts according to medium (calligraphy and
depiction) and divisions by script.55 Iskandar Beg Munshi’s section on calligraphers, painters,
and other practitioners inserted at the end of the narrative of Shah Tahmasp’s rule is longer
but comprises sequential biographies of the kind found in Khvandamir’s \abÊb al-siyar.56

We can conclude from these three examples that after the middle years of the sixteenth
century an art historical narrative or biographical component was a required element in
any history.

Another category of source that offers evidence of an art historical sense is the technical
treatise. Sultan #Ali Mashhadi’s ‘ir§ã al-suãår (Way of Lines of Writing, 1514)57 contains a

52 \asan Beg Råmlå, AÈsan al-tav§rÊkh, pp. 173–76.
53 After praising Sultan #Ali Mashhadi, he mentions calligraphers Ja#far and Azhar. He then relates the

absence of writing in ancient times until Tahmuras. Different kinds (tafßÊl) of writing are listed. Ibn Muqla is
credited with the invention of naskh and thuluth. He trained his daughter to become a calligrapher. Ibn al-
Bawwab, the inventor of muÈaqqaq and rayÈ§n, comes next and then Yaqut, the slave of the Abbasid caliph al-
Musta#sim. Yaqut’s six students are identified as well as their students. Mir #Ali Tabrizi is identified as the
inventor of nasta#lÊq and early-fifteenth-century masters of this script are mentioned in passing before we are
introduced to the students of Sultan #Ali Mashhadi. A long treatment of Mir #Ali is next, mentioning how he
rivaled Sultan #Ali Mashhadi, and an invective poem that Mir #Ali wrote about one of his students (Khvaja
Mahmud Siyavushani) is inserted. A brief list of sixteenth-century calligraphers closes the narrative before
Hasan Beg Rumlu returns to his necrology for the year 919.

54 St. Petersburg, State Public Library, Dorn 288, fols. 105–13.
55 The ensuing narrative spans the period from Tahmuras and the emergence of writing and begins with

the early history where he mentions #Ali b. Abi Talib (for Kufic), Ibn Muqla, his daughter, Ibn al-Bawwab,
and Yaqut al-Musta#simi. The first three masters (Ibn Muqla, Ibn al-Bawwab, Yaqut) are each granted two
of the six scripts. A few calligraphers and scripts are next mentioned out of chronological sequence, before
Budaq Munshi Qazvini returns to Yaqut whose works he has seen in Bahram Mirza’s library. Yaqut’s “six
students” follow, and the narrative continues apace with the transmission of these scripts by subsequent
generations, ending with Hafiz Futa. His next division treats nasta#lÊq script, beginning with its inventor Mir
#Ali Tabrizi and ending with Mir Mu#izz Kashi in the sixteenth century. Thereafter comes the section on the
artists; much more abbreviated than the previous sections; it begins with Bihzad and ends with Khvaja Jan,
but is interrupted by a discourse on ta#lÊq script. Some artists who lived before the fifteenth century are named.
A final section treats siy§q script and ruqåm.

56 Iskandar Beg MunshÊ, History of Shah #Abbas the Great, trans. Savory, 1:266–74.
57 For a brief description of the text, also titled Ris§la-yi maníåm dar #ilm al-khaãã (Versified Treatise on the

Art of Calligraphy), and a list of recensions, see Storey, Persian Literature: A Bio-Bibliographical Survey, 2, 3, no.
645; and MuÈammad TaqÊ D§nishpazhåh, “Sar guíasht-i n§mah§-yi khush-nivÊs§n va hunarmand§n,”
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section on the origins of nasta#lÊq, in which he names Khvaja Mir #Ali, a calligrapher whose
lineage went back to #Ali [b. Abi Talib],58 as its inventor.59 The connection to #Ali signified
Mir #Ali’s exalted place in the history of calligraphy. According to Sultan #Ali Mashhadi,
“scribes old or new/are gleaners in his field,”60 and Mir #Ali held his own against the
extraordinary talent of Ja#far and Azhar. The beginning section of the treatise deals with
the origins of writing. Before #Ali b. Abi Talib “laid the foundations of the KåfÊ script,”61

people wrote in ma#qilÊ and Hebrew scripts. #Ali b. Abi Talib developed Kufic (aßl-i khaãã-i

KåfÊ), from which all other scripts are derived. Sultan #Ali Mashhadi’s treatise was written
before the album prefaces that contain lists of practitioners and narrative histories of art.
In its naming of select individuals from the history of calligraphy it resembles the histories
and biographies composed in the late fifteenth and into the sixteenth century, where a
chronology of calligraphy is implied but is not given a detailed exposition.

Other treatises of the sixteenth century contain chapters, or sections (b§b), on masters
(ust§d§n) and inventors (mukhãari#) or originators (mubtadi#). Mir #Ali Haravi, in his second
chapter of the Mid§d al-khuãåã (The Model of Scripts, 1519–20),62 listed masters of the six
scripts (shish qalam) from Ibn Muqla to Yaqut (instructed by #Ali b. Abi Talib in his sleep)
and his students, stopping in the middle of the fifteenth century, and he attributes the
inventions of ta#lÊq to Khvaja Taj al-Salmani and nasta#lÊq to Khvaja Mir #Ali Tabrizi. The
most recent nasta#lÊq calligrapher that he mentions is Sultan #Ali Mashhadi.63 He then adds
some general comments about all their achievements. Majnun Rafiqi follows an identical
chronological scope, arrangement by categories of scripts, and list of masters in his Khaãã

va sav§d (Script and Ink, 1533–34).64 Majnun Rafiqi, in the first chapter of $d§b al-mashq

(The Good Manners of Practice, ca. 1533–34),65 includes a “mention” (zikr) of inventors

pp. 31–43, no. 9. Qazi Ahmad inserted the treatise in his Gulist§n-i hunar, ed. Khv§ns§rÊ, pp. 64–78; trans. in
Minorsky, Calligraphers and Painters, pp. 106–25. For a Russian edition of the treatise and a commentary, see
G. I. Kostygova, “Traktat po kalligrafii Sultan-#Ali Meshkhedi,” Trudy Gosudarstvennoi Publichnoi Biblioteki im.
M. E. Saltykova-Shchedrina 2, 5 (St. Petersburg, 1969): 103–63.

58 nisbatash nÊz mÊ-rasad ba-#AlÊ.
59 v§îi# al-aßl. See Minorsky, Calligraphers and Painters, p. 116; Persian edition in Khv§ns§rÊ, Gulist§n-i hunar,

p. 72.
60 Trans. in Minorsky, Calligraphers and Painters, p. 116.
61 Ibid., p. 107.
62 For an edition of the treatise, see M§yil HaravÊ, Kit§b §r§"Ê dar tamuddan-i isl§mÊ, pp. 87–101; esp. 93–94.

The date is listed in Iraj Afshar, “Ris§la-yi khaãã-i KhalÊl TabrÊzÊ,” in Pand-o Sokhan, ed. Christophe Balay,
Claire Kappler, and ¥iva Vesel (Tehran: Institut Français de Recherche en Iran, 1995), pp. 302–28, esp. 327.
Afshar notes that the calligrapher lived until ca. 950.

63 The list of masters arranged by script includes the following: six scripts (1) Ibn Muqla, Ibn Bawwab,
Yaqut Musta#simi, Khvaja Arghun, Khvaja #Abd Allah Sayrafi, #Abd Allah al-Haravi (a.k.a. Tabbakh); ta#lÊq
(2) Khvaja Taj al-Salmani, Mawlana #Abd al-Hayy; nasta#lÊq (3) Khvaja Mir #Ali Tabrizi, Mawlana Hakim
Ja#far, Mawlana Mulla Azhar, and Sultan #Ali Mashhadi.

64 Two edited sources are available for the study of Majnun Rafiqi’s treatise, YasÊn Kh§n Niy§zÊ, “Ris§la-
yi khaãã va sav§d,” Oriental College Magazine 11, 2 (February 1935): 46–74; and M§yil HaravÊ, Kit§b §r§"Ê dar
tamuddan-i isl§mÊ, pp. 185–206; 189–90. Excerpts from the treatise and a discussion of the author may be found
in MuÈammad ShafÊ#, “Khaãã va khaãã§ã§n,” Oriental College Magazine 10, 4 (August 1934): 3–72; 4–18.

65 For an edition of the treatise, see ibid., pp. 209–36; 213–14. Mayil Haravi provides no date. In the essay
by Afshar (“Ris§la-yi khaãã-i KhalÊl TabrÊzÊ,” p. 326, and n. 10) a treatise by the same title is given to Baba
Shah Isfahani, following Bayani. Muhammad Shafi# had previously attributed it to the calligrapher Mir #Imad
Qazvini. In Afshar’s list of treatises he does not mention Majnun Rafiqi’s $d§b al-mashq (p. 326), although it
appears in Mayil Haravi’s listing, and he dates Baba Shah Isfahani’s text by the same name to 940 (1533–
34).
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and masters in verse. The poetic framework allows an extraordinary economy: the identities
of a sequence of calligraphers are conveyed by a single word. They are arranged according
to period of activity beginning with #Ali [b. Abi Talib] who introduces Kufic after ma#qilÊ,
and leading from Ibn Muqla to Ahmad Rum (a.k.a. Shams) in the six scripts, to Khvaja
Taj [al-Salmani] in ta#lÊq, and from Sayyid #Ali [Mir #Ali Tabrizi] to “Mashhad” [Sultan
#Ali Mashhadi] in nasta#lÊq.66 Specific aspects of their technical contributions are not mentioned,
although a comparison between calligraphers of present and past emerges as a leitmotif.
Qualities of their calligraphy are cited in their praise.

A highly detailed, narrative history of the six scripts and of nasta#lÊq is found in a treatise,
Qav§nÊn al-khuãåã (Canons of Scripts), devoted mostly to calligraphic practice and technique
and written by Mahmud b. Muhammad sometime around 1561–62.67 He begins his discourse
on the history of the six pens (shish qalam) or six scripts (khuãåã-i sitta) with Ibn Muqla, and
traces their transmission through to Ibn Bawwab and Yaqut al-Musta#simi. The amount
of detail he supplies for the history is unusual. He significantly develops the biography of
Ibn Muqla; we learn of an intermediary figure between Ibn Bawwab and Yaqut, in the
person of Qabus b. Vashmgir, the governor of Tabaristan, Jurjan and Gilan, and that
Mawlana Saffa al-Din #Abd al-Vahhab was Yaqut’s teacher. He makes numerous points
about Ibn Bawwab’s and Yaqut’s successive technical developments and the aesthetic changes
that resulted in the style inherited from Ibn Muqla, and supplies dates of birth and death.

The six students of Yaqut are the subject of the next major section in the history of the
six scripts, followed by their students, including Khvaja #Abd Allah Sayrafi. Here we learn
that Sultan Abu Sa#id went to the khvaja’s house for instruction in calligraphy. Calligraphers
of the fifteenth century, identified as calligraphers of Khurasan, are treated in equal detail.
An anecdote about Mawlana Ma#ruf’s prodigious acts of copying (1,500 couplets in one
day) is culled from the Maãla# al-sa#dayn,68 as is the note that Ma#ruf signed his pieces with
Yaqut’s name and those “sharp-eyed [cognoscenti] of the world accepted them as Yaqut’s
calligraphy.”69 Then the chronological sequence is broken, for he next deals at length with
Muhammad Mu"min, known as Khvajagi Murvarid. We learn here that at royal majlises70

he offered instruction in the rules and canons of calligraphy,71 presumably by demonstration.
Mahmud b. Muhammad notes that he came to the attention of Muhammad Mu"min in
935 (1528–29) after he had spent time copying from his specimens. Finally he says that
Muhammad Mu"min left for Hindustan in the later years of his life where he died in 950

66 The list mentions: #Ali [b. Abi Talib] for Kufic; for the six pens, Ibn Muqla, Ibn Bawwab, Yaqut, Shaykh
Suhravardi, [Pir Yahya] Sufi, [#Abd Allah] Sayrafi, and Ahmad Rum; for ta#lÊq, Khvaja Taj [Salmani] and
#Abd al-Hayy; for nasta#lÊq, Sayyid #Ali [Mir #Ali Tabrizi], Ja#far, Azhar, and “Mashhad” [Sultan #Ali Mashhadi].

67 Also known by the title Qav§"id al-khuãåã. Afshar (“Ris§la-yi khaãã-i KhalÊl TabrÊz,” p. 326) dates it to 969
(1561–62). The text was mentioned by \abÊbÊ, “Literary Sources for the History of the Arts,” Safavid Sources,
no. 26, and published in edited form by M§yil HaravÊ, Kit§b §r§"Ê dar tamuddan-i isl§mÊ, pp. 291–319. Mayil
Haravi notes that virtually nothing is known about Mahmud b. Muhammad and arrives at his dating of the
treatise (1560–70) through internal evidence (ibid., pp. lxix–lxx). I also consulted a manuscript recension in
Oxford, Bodleian Library, ms. Walker Or. 28. The text is so detailed as to warrant separate publication. I
am currently working on a translation and commentary of it.

68 The historical work is Kamal al-Din #Abd al-Razzaq b. Jalal al-Din Ishaq Samarqandi’s Maãla# al-sa#dayn
va majma# al-bahrayn, a history of the Timurids from 1304 to 1470.

69 mutabaßßir§n-i jih§n ba-khaãã-i Y§qåt qabål kardand.
70 dar badu-yi ãulå#-i nayyir-i salãanat nav§b-i k§my§b ba-majlis§t-i bihisht §"Ên sar far§z gashta.
71 qav§#id va qav§nÊn-i khuãåã ma#råî mÊ-d§sht.



art in history and practice 133

(1543–44). More calligraphers follow including those of Fars, among them the Timurid
prince Ibrahim Sultan b. Shahrukh.

The next section covers the masters of nasta#lÊq, beginning with its inventor Khvaja Mir
#Ali Tabrizi who is “of the rank of Ibn Muqla.”72 Mir #Ali Tabrizi taught this script to a
group of students, among them Mawlana Ja#far Tabrizi. Sultan #Ali Mashhadi’s relationship
to his master Azhar is compared with that between Ibn Bawwab and Yaqut. Sultan #Ali
Mashhadi’s year (919/1513–14) and place (Mashhad) of death are recorded, one maãla# of
his poetry is cited, and an excerpt from his treatise on calligraphy is quoted. A quatrain
sent to Bihzad by Sultan #Ali Mashhadi concludes the notice. The detailed entries on Sultan
#Ali Mashhadi’s six students follow.

The next major figure Mahmud b. Muhammad covers is Mir #Ali; he again draws
metaphorical parallels between past and present (the names of #Abd Allah Sayrafi and Yaqut
are invoked) to emphasize his majesty. Mir #Ali spent his early days in the chancellery (d§r

al-insh§") at Herat transcribing decrees (aÈk§m) before moving to Bukhara where he made
changes in the manner of Sultan #Ali Mashhadi. Mir Sayyid Ahmad went to Bukhara to
study with Mir #Ali, and worked there for some time before returning to his home in Mashhad.
Mahmud b. Muhammad then mentions more students through the line of Sultan #Ali
Mashhadi, including Shams al-Din Muhammad Kirmani and Mawlana Jamshid Mu#amma"i.
Toward the end he returns to others of Sultan #Ali Mashhadi’s students: in his estimation,
Malik Daylami is the most important of the latter-day (muta"§khkhirÊn) masters who followed
Sultan #Ali Mashhadi and Mir #Ali. At first he studied with his master before studying nasta#lÊq

under Rustam #Ali and Hafiz Baba Jan in Qazvin in 1537–38. He praises inscriptions in
Qazvin by Malik Daylami who was born in 1518–19 and died on 18 Zu’l-Hijja 971 (28
July 1564). Finally, the history comes to a close with two calligraphers: the first is identified
as Anisi, and the second Padshah, his brother, who pursued a manner different from that
of Sultan #Ali Mashhadi.

THE ALBUM PREFACE: WRITING HISTORIES OF ART

The structure of the album preface was sufficiently flexible to allow for interpolations so
that narratives of transmission conceived of as histories of art could be placed between thematic
units of the album preface as lists of practitioners and sequences of master-student relationships.
The author could also add anecdotes about artists and patrons in addition to biographical
notes, make claims about the origin of techniques and scripts, and sometimes provide general
assessments of the quality and other aspects of the practitioner’s performance. Art historical
sections of the preface could be further divided according to practice and categories of
calligraphy according to script (Kufic, the six scripts, nasta#lÊq and ta#lÊq). Calligraphy was
treated separately from depiction (painting, drawing, illumination).

In each section, chronology was governed by the principle of transmission, i.e., each
practitioner became a link in the chain leading from past to present. The concept of linked
practitioners constituted a history of art. As in other practices prestige derived not only
from innate ability but also from pedigree, that is, under whom one had studied. The structure

72 ki ba-manzila-yi Ibn Muqla ast.
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of history-as-biography found in the preface is related to the isn§d (lit. leaning against),73 a
chain of authorities essential to the reliable transmission of a tradition or report,74 and to
the silsila (lit. chain; the word silsila is used for chains of practice in the album prefaces).
Silsila implied a continuous sequence of individuals and referred specifically to a chain of
spiritual descent within the Sufi orders, tracing a master back to the order’s founder, and
even back to the Prophet Muhammad.75 In the Naqshbandi Sufi order, the silsila was also
a means of tracing the transmission of divine grace ( fayî) and blessing (baraka) from God.
As Arthur Buehler observed, the isn§d and silsila “are based on a more encompassing principle:
the personal encounter between two reliable transmitters.”76 Ideally, transmission of knowledge
should be made to the student by a spiritually perfected master, a direct communication
often described by the word ßuÈbat, companionship.77 A similar authority was invested in
some of the practitioners of the arts of calligraphy and depiction. The language of the preface
claims moral perfection and purity for select practitioners, and notions of transmission give
emphasis to direct training, although in theory some of the master’s moral qualities were
deposited in their work and could be experienced through it.

The historical-biographical aspects of the album preface are found in Dust Muhammad,
Malik Daylami, Mir Sayyid Ahmad (in his preface for the Amir Ghayb Beg album), Shams
al-Din Muhammad, and Muhammad Muhsin. Their genealogies of practice can be diagramed
in a series of charts (appendix 3). By adding consecutive numbers to the named practitioners,
it is possible to show that preface writers did not necessarily follow a strictly linear trajectory,
but often doubled back to supply additional information about a practitioner. Murvarid,
Khvandamir/Amini, Shah Quli Khalifa, and Mir Sayyid Ahmad (preface for album H.
2156) do not insert lists of practitioner’s names or anecdotes amid the preface’s thematic
units. The preface by Khvandamir/Amini is an exception; a significant portion is devoted
to Bihzad, praising his achievements in painting and his compilation of the album. At one
point Khvandamir/Amini promises to name other practitioners, but never does.

Some of the reasons for variations between individual album prefaces arise from the
preface’s relationship to the album. The preface may have been composed with a specific
album in mind, or it could have been written as a model. The preface might mention some
of those makers whose works were mounted in the album, as a gloss on its visual contents,
or a more fully developed narrative could be written to record for posterity a history of
practice, thereby doubling the album’s function of preservation.

In assessing how the prefaces might be understood as histories of art, three interlinked
aspects will be examined. The first concerns the means used to structure the history and

73 See EI2, s.v. “Isn§d” (J. Robson).
74 The system, originating in the treatment of hadith, was applied to other disciplines including other religious

sciences ( fiqh, tafsÊr), history, and geography among others. For an overview of the isn§d system, see MuÈammad
Zubayr ‘iddiqÊ, \adÊth Literature: Its Origin, Development, and Special Features (Cambridge: Islamic Texts Society,
1993), chap. 5. Siddiqi explains how the isn§d was also applied to the hadith collections themselves—and the
books of other disciplines—as a means of laying out the transmission of the book as a collection (ibid., p. 81).
These authenticating certificates were called ij§za. For the classifications of hadith, see John Burton, An Introduction
to the Hadith (Edinburgh: Edinburgh University Press, 1994), chap. 6.

75 See EI2, s.v. “Silsila” (Ed.). For the silsilas of some Sufi ãarÊqas, see J. Spencer Trimingham, The Sufi Orders
in Islam (Oxford: Clarendon Press, 1971), chap. 2.

76 Arthur F. Buehler, Sufi Heirs of the Prophet: The Indian Naqshbandiyya and the Rise of the Mediating Sufi Shakyh
(Columbia, S. C.: University of South Carolina Press, 1998), chap. 4, esp. pp. 83–85.

77 Ibid., p. 84.
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how its information is arranged. The second involves the biographical framework, the
practitioner, and the modes and techniques of his practice. The third turns to the forms of
response mentioned in the preface and to the basis of judgment.

the origins of practice

In the prefaces there are shifts in balance between the sections that deal with forms of
practice—calligraphy and depiction—and techniques or script types, and more or less fully
fleshed out articulations of the transmission history ranging from a telegraphic sequence
of names to detailed explanations of practitioners and their training. The early history is
sometimes present, sometimes not mentioned at all. Malik Daylami’s preface deals solely
with nasta#lÊq, although the Amir Husayn Beg album for which it was written contained
numerous paintings, drawings, and illuminations as well. But despite its absence in some
prefaces, early history was of paramount importance, for it marked the first cause of an
event, such as the development of a script or technique. The inventor stood at the head of
the transmission sequence.

Following the long-standing tradition of av§"il, or “firsts,” the identity of several of the
first makers included prophets and other significant sources of prestige and authority.78 The
most fastidious recorder of firsts was Dust Muhammad. He asserts that Adam was the first
to form characters (ãarÈ-i khaãã nivisÊ) and to make ink (mid§d s§kht);79 Ya#rub b. Qahtan derived
Kufic from ma#qilÊ script80 and thus was the inventor of Kufic (v§îi#-i khaãã-i KåfÊ); three of
the six scripts (thuluth, muÈaqqaq, naskh) were introduced by Ibn Muqla after #Ali b. Abi Talib
appeared to him and instructed him in them;81 Khvaja Taj al-Din Salmani “invented the
foundation of ta#lÊq script and contrived to codify its rules”;82 Khvaja Zahir al-Din Mir #Ali
Tabrizi was the inventor (mukhtari#) of nasta#lÊq; #Ali b. Abi Talib was the first to ornament
Korans with designs and illumination. Daniel originated portraiture by copying images of

78 In this respect the silsilas of calligraphy and depiction in the prefaces are comparable to the histories of
different trades. In his study of artisans and guild life, principally of the late Safavid period, Keyvani writes:
“According to the traditions of the guilds, a chain (silsila) of blessing (barak§t) from God passed through JibrÊl,
$dam, NåÈ, Ibr§hÊm, and MuÈammad to #AlÊ and Salm§n F§rsÊ, the two great patron saints of all guilds,
and from Salm§n F§rsÊ to each guild’s pÊr.” Kashifi (d. 1504) records genealogies for the professions of storytelling,
wrestling, and other kinds of entertainers in his Futåvat-n§ma-yi sulã§nÊ. An early-seventeenth-century source,
Khaki Khurasani, wrote that #Ali was the common patron of all guilds. See Mehdi Keyvani, Artisans and Guild
Life in the Later Safavid Period (Berlin: Klaus Schwartz Verlag, 1982), p. 201. Although some of the sources are
slightly later than the album prefaces, #Ali’s role as patron certainly dates to a much earlier period, especially
if the connections of guilds to futuvva are accepted. For the earlier period see ibid., pp. 205–11. For the argument
against the idea that guilds were part of the futuvva, see W. Floor, “Guilds and Futuwwat in Iran,” Zeitschrift
der Morgenlandischen Gesellschaft 134 (1984): 106–14. The role of #Ali as patron to the fity§n is also discussed by
H. E. Wulff, “The Islamic Craft Guilds and Their Socio-Religious Background,” Journal of the Oriental Society
of Australia 3, 2 (December 1965): 66–74; esp. 71 and n. 9.

79 Dust Muhammad introduces the source of the claim as “in the opinion of the lords of history, the masters
of biographies of happy traditions, and followers of the traditions of the best of mankind” (nazd-i arb§b-i tav§rÊkh
va aßÈ§b-i siyar-i farkhunda-asar va ah§lÊ-yi ÈadÊs-i khayr al-bashar).

80 az uslåb-i ma#qilÊ ba-KåfÊ §vard.
81 AmÊr al-Mu"minÊn #AlÊ r§ . . . dar v§qi#a dÊd ki khaãã-i sulus va muÈaqqaq va naskh r§ badå farmådand. Although

the late-tenth-century writer Ibn al-Nadim discusses Abu #Ali Muhammad b. #Ali b. Muqla (885–950), and
his brother Abu #Abd Allah al-Hasan b. #Ali [b. Muqla], he does not attribute the invention of the six scripts
to either of them. Ibn al-NadÊm, Fihrist, trans. Dodge, The Fihrist of al-Nadim, 1:17–18.

82 v§îi#-i as§s-i khaãã-i ta#lÊq-and tadvÊn-i ikhtir§#-i Ên vaî# farmåda-and.
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the prophets sent to Adam by God; Ahmad Musa introduced the style of depiction that
continued into the Safavid period; and Ustad Qivam al-Din invented (ikhtir§#) inlay work
in bindings (munabbat-k§rÊ dar jild).

No other preface writer approaches this list in comprehensiveness, although some give
credit to the same people. For example, according to Malik Daylami, Mir Sayyid Ahmad,
Shams al-Din Muhammad, and Muhammad Muhsin, Mir #Ali Tabrizi invented nasta#lÊq.
Mir Sayyid Ahmad attributed the invention of Kufic to #Ali b. Abi Talib and notes that he
was the first to decorate Korans with illumination. Muhammad Muhsin says #Ali b. Abi
Talib was the first person to record the “traditions of the divine revelation and commands
and prohibitions of the asylum of the Prophet”83 Muhammad. Mir Sayyid Ahmad attributes
the origin of ta#lÊq to Taj al-Din Salmani and #Abd al-Hayy Astarabadi Munshi. Both Mir
Sayyid Ahmad and Muhammad Muhsin claim that Ibn Muqla derived, or extracted, the
six scripts from Kufic,84 and go so far as to date the event to the year 310 (922).

silsilas and mechanisms of transmission

Because history was synonomous with biography, historical process could be described by
naming a sequence of practitioners. This episteme was applied across a gamut of professions
and pursuits. It provided a readymade framework equally well suited to the transmission
of the arts of calligraphy and depiction. Phrases used in the prefaces invoked this genealogical
structure of practice; for example, “to come to a conclusion” (sar §mad[an]), “chain of lineage/
descent” (intis§b-i Ên silsila), and “the chain of masters” (silsila-yi arb§b). Sometimes a similar
principle was applied to the calligraphic scripts, as the “tree of the six scripts” (shajara-yi

khuãåã-i sitta), a notion expressed by Mir Sayyid Ahmad. Along similar lines is Shams al-
Din Muhammad’s division of the scripts into “basic” (aßl) and “subsidiary” (far#) groupings
(aßl and far# also meaning “root” and “branch”). A hereditary principle of relation and
transformation is also found in references to the history of script types. Dust Muhammad
notes that Kufic is derived from ma#qilÊ. Mir Sayyid Ahmad writes that the six scripts are
derived from Kufic and that ta#lÊq was taken from riq§# (az riq§# ma"khåz ast).

This view of the history of scripts may have been founded on a belief that this was what
actually occurred. Modern scholarship tends to discard these notions, including claims that
Kufic was “softened” (lit. moistened) to produce the six scripts,85 noting that Kufic coexisted
with the cursive even before their codification under Ibn Muqla. The idea that Ibn Muqla’s
reforms resulted in cursive scripts replacing Kufic in Korans86 has been disproved. Attributing
the invention of nasta#lÊq to Mir #Ali Tabrizi is understood as an impulse to eponymize; he
was only one of many calligraphers involved in the development of the script.87 From their
different perspectives contemporary and modern views about the six scripts and nasta#lÊq

are both true. In writing an internal history of transmission, however, the concept of the

83 §s§r-i vaÈÊ al-hayy va av§mir va nav§hÊ-yi Èaîrat-i ris§lat pan§hÊ.
84 khuãåã-i sitta ki . . . istikhr§j az khaãã-i KåfÊ namåda ast.
85 See W. Ahlwardt, Verzeichniss der arabischen Handschriften, 10 vols. (Berlin: Schade, 1887–99), p. i, no. 7.
86 Yasser Tabbaa, “The Transformation of Arabic Writing: part 1, Qur"anic Calligraphy,” Ars Orientalis

21 (1992): 119–48; esp. pp. 120–22.
87 See Elaine Wright, “The Look of the Book: Manuscript Production in the Southern Iranian City of

Shiraz from the Early 14th Century to 1452,” Ph.D. diss., Oxford University, 1997, chap. 4.
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“first” and of successive change to inherited practice dominated any other form of historical
representation. History was driven by the episteme of genealogy and heredity, which explains
the impetus for attaching a name to an “invention”; the founder occupied the essential
position of first source.

Pedagogical relationships in the chain of practice are not always made explicit. It is assumed
that they are known because the panoply of written sources, including histories, biographies,
and treatises, yields extensive information about calligraphers in particular. For example,
it may well have been common knowledge that #Abd Allah learned nasta#lÊq from his father
Mir #Ali Tabrizi, so it did not need repeating. Sometimes transmission was inferred simply
by naming successive masters to avoid too prolix a composition. Those masters not named
in the preface had representative works in the album and would be discussed.

Many of the prefaces, however, do clearly lay out pedagogical relationships, especially
in calligraphy, removing the potential for ambiguity and deepening the historical conception.
Relationship to an acknowledged master was the principal means of organizing the history
of art. In general, such relationships were expressed through the use of the terms “student”
(sh§gird) and “master” (ust§d), hence, “so and so was the student of master X.” A more emphatic
phraseology, “without intermediary” (bil§ v§siãa), is sometimes employed. It is a phrase rife
with the sort of metaphorical meaning we encounter elsewhere in the preface because the
noun v§siãa also refers to the largest pearl or jewel strung on a necklace (and therefore at
its center). This phrase thus conferred great prestige on the student, who was favored not
only by direct tutelage but also by being the preeminent student to have received that teaching.
Links forged by pedagogy were often combined with family ties, either as a son, daughter,
son-in-law, or maternal uncle.88

In organizing the practitioners into chains of practice, key masters formed clusters to
emphasize important moments in transmission history. One such constellation comes in
the later stages of the history of the six scripts (variously referred to as aql§m al-sitta, shish

qalam, khuãåã-i sitta), after the formative masters Ibn Muqla and Ibn Bawwab, when Yaqut
al-Musta#simi emerged as the third most important master of the canonically basic scripts,
which he then further perfected and refined. Yaqut trained six students who became known
as the “six masters” (ust§d§n-i sitta) to echo the canon of scripts. Another major cluster formed
around the calligrapher Sultan #Ali Mashhadi who was considered by many to be unequaled
in nasta#lÊq script in his time or after. Mir #Ali, who came after Sultan #Ali Mashhadi, was
trained by Zayn al-Din Mahmud, a son-in-law and student of Sultan #Ali Mashhadi. He is
given greater or lesser significance in prefaces, according partly to when the texts were written.
He is barely mentioned by Malik Daylami and Mir Sayyid Ahmad, but some years later,
he is touted by Shams al-Din Muhammad and Muhammad Muhsin.

The importance of the early-fifteenth-century masters for the transmission of scripts,
especially nasta#lÊq, is often represented by a shorthand listing of names. However, Dust
Muhammad is careful to trace the connection of Ja#far and Azhar to the calligrapher Hafiz
Hajji Muhammad, who then trained Sultan #Ali Mashhadi in his silsila of practice. Azhar’s
importance is also emphasized in Malik Daylami’s preface, where six students of Azhar

88 Anthony Welch (Artists for the Shah, p. 152) observed the numerous family relationships between artists
of the Safavid period and he suggested that “marriages between artistic families were sought after, possibly as
a means of transmitting genetic abilities, perhaps too as a way of establishing a de facto guild.” He gives several
examples of family relationships between artists and calligraphers (ibid., n. 4).
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are listed, Sultan #Ali Mashhadi among them. Mir Sayyid Ahmad also makes this connection,
but without naming additional masters whom Ja#far and Azhar had trained. In Shams al-
Din Muhammad’s preface, Ja#far’s importance is tripled: he not only trained Azhar in nasta#lÊq,
who would then go on to teach it to Sultan #Ali Mashhadi, but he instructed #Abd Allah
Tabbakh in thuluth and #Abd al-Hayy Munshi in ta#lÊq. Thus, Ja#far combined skill in the
six scripts with skill in nasta#lÊq and ta#lÊq. This made him heir to Yaqut al-Musta#simi’s legacy
and transmitter of the recent inventions of nasta#lÊq and ta#lÊq by Mir #Ali Tabrizi and Khvaja
Taj al-Din Salmani.

Relationships between successive masters or generations could also be defined in terms
of affinity in manner (ravish, ãarz),89 or style, an aggregate of elements such as letter-shaping,
proportion, placement, and grouping of diacritical marks, and the spacing of letters and
words on the page. It occurred, perhaps, in those instances when a practitioner did not
have a direct connection to a master or to an intermediary teacher with a desirable pedigree.
After he has mentioned the students of Sultan #Ali Mashhadi and Mir #Ali, Muhammad
Muhsin lists still other groups who followed the calligrapher’s styles. In the case of Sultan
#Ali Mashhadi, he writes about “that group who possesses the manner of Sultan #Ali Mashhadi
. . . ,”90 and for Mir #Ali, “and now the person who follows the manner of Mawlana Mir
#Ali is Mawlana Muhi. . . .”91 In both instances Muhammad Muhsin uses the term ravish,
meaning manner, mode, or way.

Mir Sayyid Ahmad distinguishes between those calligraphers who had studied directly
under Sultan #Ali Mashhadi from those who worked in his style. He writes of “other famous
calligraphers whose writings, from musk-like pens, are in the manner of Sultan #Ali Mashhadi.
. . .”92 A slightly different example is offered by Dust Muhammad, when he notes that,
although Ustad Pir Yahya Sufi did not study directly under Khvaja Mubarakshah Zarin
Qalam, he was his student. This apparent contradiction is found again in Dust Muhammad’s
preface, first where he asserts that Ibn Bawwab was a student of Ibn Muqla,93 and second
where he states that Yaqut al-Musta#simi was a student of Ibn Bawwab. The fact that Dust
Muhammad dates Ibn Muqla’s period of activity to the caliphate of al-Muqtadir (r. 908–
32) and Yaqut al-Musta#simi’s to the caliphate of al-Mustansir (r. 1226–42) poses some
chronological problems if his statements about pedagogy are taken literally. The chronological
relationships between masters of the earlier and later periods were well known. In one source,
Mahmud b. Muhammad’s treatise, the author provides dates for numerous occurrences.

The implication of these examples—that a master could work in someone else’s style
without direct instruction and the apparent anachronisms in the description of some master-
student relationships—is that transmission was mediated through the paper model alone.
In direct instruction, one would watch the master write, learn such techniques as pen-cutting
and material preparation by example, and receive general mentoring. But even direct tutelage

89 Ravish is used in several prefaces and ãarz in Mir Sayyid Ahmad.
90 va jam#Ê ki ravish-i Sulã§n #AlÊ MashhadÊ d§rand.
91 va È§l§ kasÊ ki dar ravish tatabbu# nam§yad ba-Mawl§n§ MÊr #AlÊ Mawl§n§ MuÈÊ ast.
92 dÊgar khush-nivÊs§n-i mashhår ki arq§m-i aql§m-i mushk-s§y-i Êsh§n dar ravish-i Mawl§n§ Sulã§n #AlÊ MashhadÊ ast.
93 There is some ambiguity in Dust Muhammad’s text. He notes that Ibn Muqla taught his daughter

calligraphy with his left hand (ba-dast-i chap ta#lÊm farmåd) after the removal of his fingers. The next line reads
“#Ali b. Hilal, who is known as Ibn Bawwab, was his [her?] student” (#AlÊ b. Hil§l ki ba-Ibn Bavv§b mashhår ast
sh§gird-i å ast). The third-person pronoun could conceivably refer to the daughter and not necessarily to Ibn
Muqla.
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under a master involved the study of calligraphic models. This very process is addressed
directly by Sultan #Ali Mashhadi in two sections of his treatise on calligraphy:

Collect the writings of masters,
Throw a glance at this and at that.

For whomsoever you feel a natural attraction,
Besides his writing, you must not look at the others,

So that your eye should become saturated with his writing,
And because of his writing each of your letters should become like a pearl.94

He explains the two forms of preparatory exercise (qalam-i mashq) as qalamÊ and naíarÊ, and
defines them as copying a model and gazing at a model, respectively. In gazing or looking,
one observes the writing’s words, letters, and dots (lafí, Èuråf, nuqã). Next, he moves to actual
writing, where the presence of a model is inferred:

Whatever writing you wish to reproduce (naql),
Try not to hammer the iron when it is cold.

Be patient over each letter,
And not just give a glance and proceed carelessly.
Look at the strength and weakness of the letters,

And have before your eyes their shape (tarkÊb).
Watch their ascent and descent,

Taking pleasure in both.
Take account of the shamr (flourish?) of the writing,

So that it be clear, clean, and satisfactory.
When your writing has made progress,

Seat yourself in a corner and do not idle about.
Find some small manuscript

Of good style and hold it before your eyes.
In the same format, ruling, and kind of writing

Prepare yourself to copy it.95

The process outlined by Sultan #Ali Mashhadi combines the calligrapher’s recall of letter
shapes impressed in his memory through patient study with the physical presence of a model
in the act of writing. Models were of critical importance after all: how otherwise could one
study the balance of calligraphy on the page, the relationship of black ink to white paper;
the spacing of the lines in relationship to each other and the edge of the sheet; the sequencing
of adjacent single letters, their combination into words, and the relationship of words to
words? The lack of direct training in such critical techniques as trimming the pen’s nib
(for different scripts) presented serious but not insurmountable obstacles to the calligrapher.
The form of the pen’s nib—if actual pens were not available96—could be reconstructed
through a process of trial and error by studying specimens and comparing the results of

94 Trans. Minorsky, Calligraphers and Painters, p. 117. For Persian edition, see Khv§ns§rÊ, Gulist§n-i hunar, p.
73, lines 5–7.

95 Trans. Minorsky, Calligraphers and Painters, p. 118. For Persian edition, see Khv§ns§rÊ, Gulist§n-i hunar, p.
74, lines 12–19.

96 Among the fabulous contents of the treasury in Cairo—looted by riotors during the reign of the Fatimid
Caliph al-Mustansir in 1068–69—Qadi Abu al-Husayn Ahmad b. al-Zubayr lists the pens and Korans of Ibn
Muqla and Ibn al-Bawwab. These objects are described in Qadi b. al-Zubayr’s book on gifts completed by
the late eleventh century. For translation and commentary, see Ghada al-\ijj§wÊ al-QaddåmÊ, Book of Gifts
and Rarities: Kit§b al-Had§y§ wa al-TuÈaf (Cambridge, Mass.: Center for Middle Eastern Studies, Harvard University,
1996), p. 234, nos. 382 and 383.
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one’s own efforts against them.97 The study of specimens provided one basis for claiming
pedagogical affiliation.

Within the dominant framework of the stylistic and technical aspects of pedagogy, whether
direct or mediated through a paper model, other processes of classification were developed
as subcategories. One is spatial and implies the persistence of a specific style in a metropolitan
center or region. Dust Muhammad divides the tradition of the six scripts into two lines—
Pir Yahya al-Sufi in Iraq (silsila-yi ahl-i #Ir§q) and Mawlana #Abd Allah al-Sayrafi in Khurasan
(silsila-yi sh§girdÊ-yi khaãã§ã§n-i Khur§s§n)—which are later brought together in the person of
Mawlana Muhammad b. Husam, but which no doubt also continued to play out as separate
stylistic lines. Mir Sayyid Ahmad alludes to masters of calligraphy in Khurasan, Iraq, Fars,
and Kirman, and divides his section on masters of the “hair pen” (i.e., brush), or artists,
into two groups: those of Fars and Iraq and those of Khurasan. Shams al-Din Muhammad
has a separate section on the masters of Shiraz and Kirman in his passage on nasta#lÊq. The
dominant presence of a master over a local tradition was sustained by the replication and
repetition of his aesthetic through such processes as copying, both in pedagogy and in
production. Sultan #Ali Mashhadi’s presence was so strong that Malik Daylami wrote that
“every student took gleanings from his copious harvest and provisions from the dinner table
of his writings.”98

After naming important masters like Ja#far and Azhar of the six scripts, Mir Sayyid Ahmad
asserted that other masters of Iraq, Khurasan, Fars, and Kirman were but “eaters of crumbs
from the table of these masters.”99 Next to these preeminent figures, the works of slightly
lesser masters resembled leftovers. Dust Muhammad remarks that Yaqut’s six students were
allowed to sign specimens in the master’s name, “and he [Yaqut] gave permission to each
one that if they signed their good specimens in the name of the shaykh [then] it would not
be a sin/crime.”100

In addition to the spatial classification of school or regional tradition, the style of nasta#lÊq

attributed to #Abd al-Rahman Khvarazmi is distinguished from the stylistic line descended
through Sultan #Ali Mashhadi. Mir Sayyid Ahmad and Muhammad Muhsin remark on
this difference, while Dust Muhammad only notes that #Abd al-Rahim Khvarazmi (Anisi),
a son of #Abd al-Rahman, was a contemporary of Sultan #Ali Mashhadi. All five preface
authors who include lists of practitioners record that Sultan #Ali Mashhadi learned it from
Azhar (in Dust Muhammad’s account an intermediary is added). Only Malik Daylami states
the descent of the alternate style from the common link of Azhar, and does not mention

97 An early example dates to the thirteenth century when two calligraphers attempted to reconstruct the
method of Ibn al-Bawwab. See David James, “The Commentaries of Ibn al-BaßÊß and Ibn al-WaÈÊd on Ibn
al-Baww§b’s ‘Ode on the Art of Calligraphy’ (R§"iyyah fÊ l-Khaãã),” in Back to the Sources: Biblical and Near Eastern
Studies in Honor of Dermott Ryan (Sandycove, Ireland: Glendales, 1989), pp. 164–91, esp. p. 171. Another example,
dating to 1690, is a treatise, Asr§r al-khaãã (Secrets of Calligraphy), on the techniques of calligraphy composed
by Muhammad Fazl Allah Ansari va al-Faruqi. In it the author mentioned how he had collected specimens
by such calligraphers as Ibn Muqla, Ibn Bawwab, #Abd Allah Sayrafi, Yaqut, and his contemporaries and
studied their styles. He composed his treatise based on a study of the calligraphic specimens. For a discussion
of the treatise, see Y. K. Bukhari, “A Rare Manuscript on Calligraphy,” Islamic Culture 37, 2 (April 1963): 92–
99.

98 va har sh§girdÊ az khirman-i fayî-i å khusha va az khv§n-i raqamash tusha y§ft.
99 riza-khv§r-i khv§n-i Ên ust§d§n ast.

100 va har yak r§ rukhßat d§d ki agar khaãã-i khåb-i khud r§ ba-n§m-i Shaykh kunand ism na-b§shand.
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#Abd al-Rahman Khvarazmi, noting instead #Abd al-Rahim’s pedagogical connection to
Azhar.

Most prefaces suggest that the nasta#lÊq inherited through Azhar developed along different
lines in the hands of Sultan #Ali Mashhadi and #Abd al-Rahman Khvarazmi. Mir Sayyid
Ahmad writes that Mawlana #Abd al-Rahman Khvarazmi “made a change in the style of
this group [family] and his two sons became masters of his style.”101 Following the language
used by Mir Sayyid Ahmad,102 Muhammad Muhsin observes that Mawlana #Abd al-Rahman
Khvarazmi “made a change in the style of this group. His two sons became masters; one
[was] #Abd al-Rahim known as Anisi and the other #Abd al-Karim known as Padsha[h]
and the manner of their script is known best through Mawlana Anisi.”103

Malik Daylami gives a slightly different version. He observes other styles contemporary
to Sultan #Ali Mashhadi,104 singling out that of #Abd al-Rahim (Anisi). He does not mention
#Abd al-Rahim’s father, and claims that Anisi taught his brother #Abd al-Karim. According
to Malik Daylami, Anisi was Azhar’s student but “improved [his style] by increasing
ornament.”105 The same concept of two dominant styles in nasta#lÊq is addressed by Malik
Daylami. Differences of opinion between the authors of the prefaces, however, occur in
their sequences of masters.

Thus far, we have been looking particularly at those sections of prefaces that cover the
history of calligraphy. What about the history of depiction? It is clear that calligraphy and
depiction were not viewed as entirely distinct: building on a notion first expressed by #Abdi
Beg Shirazi in his so-called Theory of the Two Pens, depiction was connected to writing
and understood to be a similar act. After all, both used the same instrument, the pen, and
depiction was thought to have begun in the embellishment of Korans with designs and
illumination by #Ali b. Abi Talib (Dust Muhammad and Mir Sayyid Ahmad refer to the
first Shi#i imam’s practice). The line-based process of drawing and illumination and the
application of techniques such as outlining made calligraphy and depiction seem interrelated
in many important respects. In structuring their prefaces, Mir Sayyid Ahmad and Shams
al-Din Muhammad use two major divisions—the vegetal pen (reed) and the animal pen/
hair pen (brush). The division reflected the perceived continuity between calligraphy and
depiction—although they might be treated as separate categories, they were not viewed as
mutually exclusive creative procedures.

It was perhaps because of correspondences in conceptual notions of creation, and because
techniques were applied across media and the processes of production and pedagogy showed
many similarities that a history of depiction could be written in much the same way as
that of calligraphy. That said, it rarely occurred. The most developed narrative history of
depiction is found in Dust Muhammad. After locating the origin of the illumination and
design of Korans in #Ali b. Abi Talib and of portrayal in the prophet Daniel, he begins his
transmission narrative in the fourteenth century with Ahmad Musa, who inaugurated the

101 taghyÊr dar ravish-i Ên ã§"ifa namåda va dar ravish-i å du pisar-i å sar §mada shuda and.
102 It may well be that the similarity results from Muhammad Muhsin and Mir Sayyid Ahmad using a

common source, viz. Qutb al-Din Muhammad’s preface.
103 taghÊr dar ravish-i Ên ã§"ifa namåda du pisar-i å sar §mad shudand yakÊ #Abd al-RaÈÊm mashhår ba-AnÊsÊ va yakÊ

#Abd al-KarÊm al-ma#råf ba-Padsh§[h] va ãarz-i khaãã-i Êsh§n ba-ravish-i Mawl§n§ AnÊsÊ mashhår ast.
104 va amm§ ust§d§n ravishh§-yi dÊgar ki ba#îÊ mu#§ßir-i Mawl§n§ Sulã§n #AlÊ MashhadÊ båda-and.
105 amm§ dar takalluf va ißl§È afzåda.
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style of depiction that was still current in Dust Muhammad’s time. Dust Muhammad is
careful to trace a continuous chain of practice after Ahmad Musa, noting the affiliations
between successive masters.

The chain comes to an end with Bihzad in the early sixteenth century. Bihzad is a
transitional figure in this history; he is the best of the mutaqaddimÊn, or masters of the past,
in illumination (tazhÊb) and outlining (taÈrÊr); he is the most excellent of the muta"§khkhirÊn,
or latter-day masters, in depiction (taßvÊr). Terms for past and present were used as general
historical markers in contemporary writing. In his section on contemporary masters, Dust
Muhammad lists artists without noting any pedagogical connection between them, although
he does supply ample details about their work. In addition to this detailed articulation of
transmission up to the late fifteenth century his preface is unusual for the lengthy anecdotes
he provides about key events in his history of depiction. In fact, the narrative of transmission
and its anecdotes are so complex as to warrant a separate study.

In the other preface sections about depiction which appear in Mir Sayyid Ahmad and
Shams al-Din Muhammad its history is traced, albeit telegraphically. In both prefaces we
learn of the visual achievements of Mani and the European and Chinese traditions, as well
as #Ali b. Abi Talib, a critical source of prestige, given that he had added illumination and
designs to the Koran. Yet another form of symmetry between calligraphy and depiction is
that, just as the basic scripts of calligraphy could be described as a canon of six (khaãã-i shish

qalam aßl ast), so depiction can be understood as a typology of “seven modes” (haft aßl), viz.
isl§mÊ, khaã§"Ê, farangÊ, faß§lÊ, abr, [v§q], and girih.106 Mir Sayyid Ahmad concludes with lists
of masters of the “animal pen” which he divides into two broad regions—Fars and Iraq,
and Khurasan. For each region, the earliest artist is identified as active during the second
half of the fifteenth century and no master-student affiliations are explained. Shams al-Din
Muhammad’s section on the animal pen is still briefer; he names four artists, beginning
with Bihzad, and ending with the contemporary Mawlana Kepek.

points of emphasis

These historical narratives display some consistency. A comparison of the histories in individual
prefaces shows that, for the early periods in particular, consensus existed about the canonical
masters and those who initiated certain scripts and techniques. For later historical periods
they are less consistent in naming masters. These latter-day masters are accorded the role
of either perfecting the inventions made by the first practitioner or of perpetuating a style
imparted to them by a master.

Among the most difficult features to discuss are the variations between prefaces in their
treatment of recent times. It is certainly the case that omissions or condensed lists of names
cannot always be justified by the author’s explanation of avoiding prolixity, and it is hard
to distinguish between genuine and disingenuous uses of this topos of textual economy.

106 The earliest expression of the typology is Qutb al-Din Muhammad in 1556–57. Later writers Sadiqi
Beg and Qazi Ahmad also refer to it. See Quãb al-DÊn MuÈammad Qißßa Khv§n, “Ris§la-Ê dar t§rÊkh-i khaãã
va naqq§shi”; Dickson and Welch, Houghton Shahnameh, 1: app. 1; ‘§diqÊ Beg, Q§nån al-ßuvar; and Q§îÊ AÈmad,
Gulist§n-i hunar, ed. Khv§ns§rÊ, p. 132. For an analysis of the girih mode, see Gülru NecipoÅlu, The Topkapi
Scroll: Geometry and Ornament in Islamic Architecture (Santa Monica, Calif.: Getty Center for the History of Art
and the Humanities, 1995).
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Variations between prefaces might result from the fact that there was no master narrative
of a history of art and that what appears to be a departure from consensus was a different
telling or a conscious manipulation of history. One of the author’s objectives may have
been to shape a canon rather than merely write down the generally accepted view, if there
was such a thing. It is also possible that the later periods were so flexible that the canon
remained subject to negotiation and debate.107 Self-interest and rivalry surely lay beneath
the surface of preface writing, even if it is not possible to marshal specific cases as evidence.
But this personal dimension of the text’s constitution should not be forgotten in the analysis
of the history that the text narrates. These lists of names were not value-free.

Two examples of manipulating the canon can be mentioned here. The first involves the
author placing himself in the line of transmission. Dust Muhammad does not mention his
master, emphasizing instead his service to Bahram Mirza, but then only one of the
calligraphers, Mawlana Shah Mahmud [Nishapuri], named in the segment about
contemporary calligraphers, is connected to a master. Muhammad Muhsin does not refer
to himself in his history. Malik Daylami refers to his master, Rustam #Ali, although only in
passing, but it was a prestigious connection indeed for it established a link between Malik
Daylami and Sultan #Ali Mashhadi. Shams al-Din Muhammad is more transparent: under
the section on the basic scripts, he mentions his master Shaykh Kamal al-Sabzavari, and
before him #Abd al-Haqq Sabzavari who was a student of the fifteenth-century master #Abd
Allah Haravi (a.k.a. Tabbakh). The line infers that Shams al-Din Muhammad descends in
the basic scripts from #Abd Allah Haravi who had studied under Ja#far.

Mir Sayyid Ahmad is still more direct in his preface to Amir Ghayb Beg’s album. He
writes that he was the student of Mir #Ali who was held by some as equal to Sultan #Ali
Mashhadi. Some preface writers were reluctant for whatever reason to use the preface for
grandstanding. Dust Muhammad placed two calligraphies by Princess Sultanum at the very
beginning of the Bahram Mirza album; according to Budaq Munshi Qazvini, Dust
Muhammad had instructed Sultanum in calligraphy. By arranging her calligraphies near
the album’s beginning he could convey his role as teacher and intimate of the royal house
without appearing to boast.

Other forms of manipulation lay in emphasis and in the very fact of naming a practitioner,
living or dead. Points of emphasis were probably intended to promote an individual or to
maintain an already enhanced status. Shams al-Din Muhammad talks at length about
Muhammad Qasim Shadishah and Mawlana Kepek, though there is no indication why he
does so other than to praise their technical brilliance. Calligraphers who are not mentioned
also give us reason to pause. Dust Muhammad barely refers to calligraphers who had worked
under the Turkmen dynasties. More broadly speaking, many more masters are included
in the album than are mentioned in the preface. A good example is Hafiz Baba Jan, who
is not mentioned by Dust Muhammad, but who, according to Malik Daylami, was, like
him, a student of Rustam #Ali. Mahmud b. Muhammad, author of the treatise Qav§nÊn al-

khuãåã, made Malik Daylami a student of both Rustam #Ali and Hafiz Baba Jan. Writing in

107 Further study of canon formation in the context of sixteenth-century Iran might be informed by studies
about artistic lineages and histories in China. Liscomb argued, for example, that some critics (Du Qiong) in
fifteenth-century China did not have an interest in establishing orthodox lineages, which she dates to before
the time of the author Dong Qichang (1555–1636). See Kathlyn Liscomb, “Before Orthodoxy: Du Qiong’s
(1397–1474) Art-Historical Poem,” Oriental Art 37, 2 (Summer 1991): 97–108, esp. 97.



chapter five144

the Jav§hir al-akhb§r, Budaq Munshi Qazvini, who had been Bahram Mirza’s personal
secretary, notes that Rustam #Ali taught Bahram Mirza and had later gone on to serve
(khidmat) the Safavid prince Ibrahim Mirza. His entry about Hafiz Baba Jan is extensive.
He mentions that in playing the lute (#åd) Hafiz Baba Jan was considered to be a second
Khvaja #Abd al-Qadir, a famous polymath of the Timurid court. He was in the service of
Bahram Mirza “who conferred the dignity of a close relationship upon him” (qurb va manzilat-

i tam§m y§ft); his father had lived during the reigns of Sultan Husayn Mirza and Sultan
Ya#qub and his services were sought after.108 Given Hafiz Baba Jan’s importance and his
proximity to Bahram Mirza—mentioned by Budaq Munshi Qazvini years after it would
have mattered—one wonders why Dust Muhammad neglected to mention him and thus
confer upon him special favor.

Dust Muhammad’s history of depiction is centered on the tradition in Khurasan just as
his history of nasta#lÊq emphasized Timurid Khurasan over Turkmen Tabriz. He does not
mention artists working in the Turkmen court in Tabriz during the late fifteenth century,
although the origin of the modern tradition began in Tabriz under Ahmad Musa and
continued under Jalayirid patronage. Timurid production during the fifteenth century and
under Baysunghur, #Ala" al-Dawla Mirza, Ulugh Beg, and Sultan Husayn Mirza is emphasized.
Exchanges between the late-fifteenth-century Timurid and Turkmen courts of Herat and
Tabriz allowed for the dissemination of knowledge about each. By the early Safavid period
the cultural products of both Timurid and Turkmen patronage were known, although the
former may have eclipsed any other.109

The achievements of artists who had worked under Turkmen patrons, principally Khalil
and Ya#qub Beg, were presumably also known to Dust Muhammad, even if he did not
care to write about them. Indeed, one Khamsa of Nizami,110 begun in the middle years of
the fifteenth century under the Timurid prince Abu al-Qasim Babur, was incomplete at
the time of his death and fell into Turkmen hands. Pir Budaq, Sultan Khalil, and Sultan
Ya#qub each inherited it and contributed to the manuscript’s completion. Shah Isma#il finally
acquired the book and had it finished. These details, amounting to a history of the book’s
progress and its ownership, are supplied in a colophon.111 Also in that colophon are the
names of the Turkmen artists Shaykhi and Darvish Muhammad and the calligraphers Azhar
and Anisi (#Abd al-Rahim Khvarazmi), also associated with the Turkmen. Books of this

108 Bud§q MunshÊ QazvÊnÊ, Jav§hir al-akhb§r, fol. 110.
109 Interesting in this respect is a Khamsa of Nizami in Istanbul, TSK, H. 757. Annotations on its flyleaves

and its dated colophons, some of which have been tampered with, record the production of the book and
some of its successive owners. The flyleaf bears a note recording the manuscript’s transfer to Muhammad
Mu"min, son of Murvarid and future tutor of Sam Mirza, in Herat 1512. Muhammad Mu"min functioned as
treasury bookkeeper. A seal on the same page dated 1581 is of Ahmad Feridun Bey, son-in-law of grand vizier
Rüstem Pasha. TanÌndÌ suggests that the manuscript was a gift to Ahmad Feridun Bey. She also notes that
the colophon on fol. 288a is dated 1499–1500, signed by Sultan #Ali Mashhadi, transferred from Shaybaq’s
treasury to Shah Isma#il’s and illuminated by Yari Muzahhib in 1510–11. Bihzad added illustrations to it in
1512–13 (TanÌndÌ, “Additions to Illustrated Manuscripts,” p. 161, n. 29). If the colophon on fol. 288a is a
later addition, it enhances the history of this particular book, inherited by the Safavids from the Timurids
after a brief Uzbek interlude. It is one example of the prestige accorded to Timurid manuscripts and of Safavid
continuities.

110 Istanbul, TSK, H. 762. The most exhaustive study of the manuscript is by Filiz ÇaÅman, “TopkapÌ
SarayÌ Müzesi, Hazine 762 No. lu Nizami Hamsesi’nin Minyatürleri,” Ph.D. diss., Istanbul University, 1971.

111 Fols. 316b–17a. For a translation of the colophon, see Thackston, A Century of Princes, pp. 333–34.
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kind and practitioners who served under successive regimes ensured continuity of knowledge
and of practice into the Safavid period. This heavily documented book only emphasizes
Dust Muhammad’s omissions, thus highlighting his pro-Herati sentiments. His historical
representation runs counter to the physical evidence that the Turkmen tradition played an
important formative role in the development of Safavid style.112

THE PRACTITIONER’S PLACE IN THE TRADITION

The individual practitioner played a central role in these histories of art. Augmenting this
framework of transmission through the silsila were brief descriptions of the practitioner’s
works, notes on aspects of his achievements, and observations about their nature. Lengthier
anecdotes of the kind we encounter in historical and biographical works are absent; even
the most developed notices in the prefaces are pared down compared to those found in
histories and biographies. Only major figures in the history of art, like Sultan #Ali Mashhadi
and Bihzad, receive expanded treatment. A fine balance was kept between the narrative
of transmission and the biographical excursus.

progress and perfection

Comments about the refinements made by practitioners to the practices of traditions in
which they worked deepen the historical narrative figured by a succession of masters. Change
was great or minor. Some practitioners continued in the tradition imparted to them by a
master and stayed close to that inherited aesthetic. This hierarchical phenomenon is
particularly evident in the case of the students of Sultan #Ali Mashhadi, or for that matter
of Yaqut, and applicable also to depiction—Dust Muhammad noted that after #Abd al-
Hayy’s death “all masters followed his works.”113 It is what contribution the individual made
to the tradition that is emphasized and not anecdotes about their personal experiences,
travails, likes and dislikes and so on.

In reading the historical narrative one constantly comes across assessments that imply a
kind of progress or inexorable linear movement in the history of art. In his history of the
six scripts Dust Muhammad notes that the six students of Yaqut had “drawn a line of
cancellation over the calligraphies of the masters of this art,”114 and, after mentioning the
generation of students trained by the six masters, inserts the hemistich, “This is the working
of good fortune: to whom will it turn now?”115 The history of nasta#lÊq is written in much
the same terms, except that its history as an invention of Mir #Ali Tabrizi is more recent.
After the sequence of masters of nasta#lÊq we arrive at Sultan #Ali Mashhadi, who had taken
nasta#lÊq to its limit—no one from beginning (ibtid§") to end (gh§yat) could equal or exceed
him. In the section on contemporary calligraphers, however, he writes that Mawlana Nizam
al-Din Shaykh Muhammad in “speed and power of pen”116 was “unequaled in the world

112 The idea of a Timurid and Turkmen stylistic synthesis in the Safavid period is one of the dominant
notions that informs Dickson and Welch’s study of the Sh§hn§ma-yi Sh§hÊ (Houghton Shahnameh, 1, chaps. 3–4).

113 va ba#d az fawt-i Khv§ja hama-yi ust§d§n tattabu#-i k§rh§-yi Êsh§n kardand.
114 raqam-i naskh bar khaãã-i m§hir§n-i Ên fann kashÊda.
115 Ên k§r-i dawlat ast kunån t§ ki-r§ rasad.
116 sur#at va quvvat-i qalam.
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and chief of the scribes of the nation”117 and that Mawlana Nur al-Din #Abd Allah is
“distinguished by the beauty of calligraphy and peerless in speed of copying.”118 Successive
achievements and the inflation of language begin to give rise to apparent inconsistencies.
How can two people be at the same time unique in the world and judged as equals by the
same criteria?

Dust Muhammad, in his narrative on depiction, attributes the origin of the Safavid style
to Ahmad Musa, representative samples of whose work survived into the late fifteenth century
(Sultan Husayn Mirza reportedly owned manuscripts with paintings by him). Through a
sequence of transmission came Pir Ahmad Baghshimali who worked in the style (shÊva) of
Khvaja #Abd al-Hayy, in which he could not be outdone. Next comes Amir Khalil, a painter
who worked on the production of an anthology modeled after a manuscript made for Sultan
Ahmad, a project instigated by Baysunghur. The group working on this project was augmented
with the arrival of Khvaja Ghiyas al-Din Pir Ahmad Zarkub from Tabriz. When Amir Khalil
saw the paintings made by the younger artist, Khvaja Ghiyas al-Din Pir Ahmad Zarkub,
he gave up depiction. Moving into the later fifteenth century, the section closes with Bihzad,
who is the “most excellent of the latter-day [masters] in the art of depiction”119 and “an
example for the old masters in illumination and outlining.”120 Returning to his contemporaries
in a later segment of the preface, Dust Muhammad notes Sultan Muhammad’s contribution
to depiction. Like Sultan #Ali Mashhadi with nasta#lÊq, Sultan Muhammad had taken his
art form to a limit beyond any imagining.

The theme of successive refinement is not limited to Dust Muhammad’s preface. Malik
Daylami notes how by degrees Sultan #Ali Mashhadi had perfected aspects of Mir #Ali Tabrizi’s
invention, comparing him to Yaqut in a symmetry between past and present. Shams al-
Din Muhammad uses the same kind of comparison, but this time between #Abd Allah Tabbakh
and Yaqut. Relationships between the practitioners of past and present are also found in
the biographical notices written for both historical and biographical works. At times they
suggest historical progress and a perfection that is effected through a sequence of makers
but whose agency is never entirely clear. Is it predestined, as Dust Muhammad’s hemistich
suggests? Or is change effected through the involvement of the practitioner in what has
come before?

MODES, TECHNIQUES, AND EXPERTISE

That the preface was not used to impart technical knowledge or give instruction is not
surprising; another literary genre, usually going by the name ris§la (treatise), performed that
function.121 Disquisitions on how to prepare and select materials (pigments, ink, papers),

117 bÊ naíÊr #§lim va sar §mad-i kutt§b-i umam ast.
118 dar Èusn-i khaãã mumt§z va dar sur#at-i kit§bat bÊ anb§z ast.
119 afîal al-muta"§khkhirÊn fÊ fann al-taßvÊr.
120 qidvat al-mutaqaddimÊn fÊ al-tazhÊb va al-taÈrÊr.
121 Numerous published editions and reference sources have already been cited for the literature on treatises.

A useful summary of the sixteenth-century sources is in Afshar, “Ris§la-yi khaãã-i KhalÊl TabrÊzÊ,” pp. 325–
26. Additional references may be gleaned from his notes (ibid., nn. 1–15). Afshar lists three treatises from the
fourteenth and fifteenth centuries: (1) $d§b al-mashq by #Abd Allah Sayrafi Tabrizi (before 732/1331–21); (2)
Ris§la-yi khaãã attributed to Mir #Ali Tabrizi (before 850/1446–47); and (3) TuÈfat al-muÈibbayn by Ya#qub b.
Hasan Shirazi, nicknamed Siraj al-Husayni (858/1454). To Mayil Haravi’s published treatises he adds one
by Khalil Tabrizi (ibid., p. 323).
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on techniques (selecting pens and cutting their nibs), and on process by studying and copying
models had been written since at least the eleventh century. One of the earliest of these is
Ibn al-Bawwab’s R§"iyya fÊ al-khaãã (Ode on Calligraphy, before 1022), a qasida rhymed in
the letter r§". It was copied no less than four times, and probably more, in the centuries
after his death in commentaries written by Ibn al-Basis (1253–1316) and Ibn al-Wahid (b.
1249) before 1311; Ibn Khaldun’s Muqaddima (Prolegomena to a universal history, completed
before 1406) and Muhammad b. Hasan al-Tibi’s J§mi# maÈ§sin kit§bat al-kutt§b (Collection
of the Scribes’ Good Writing, dated 1503).122

The calligrapher’s custom of writing down the technical knowledge that he had accumulated
through experience continued beyond the sixteenth century. Among the best known
treatises,123 many of them written in rhymed verse, are those by Sultan #Ali Mashhadi (‘ir§ã

al-suãår, 1514), Mir #Ali Haravi (Mid§d al-khuãåã, 1519–20),124 Majnun [b. Mahmud al-] Rafiqi
Haravi (Rasm al-khaãã, The Form of Calligraphy, 1523–24; Khaãã va sav§d, 1533–34; $d§b al-

mashq, no date given),125 and Mahmud b. Muhammad (Qav§nÊn al-khuãåã, 1561–62).
Comparable texts existed for the practitioners of depiction. Simi Nishapuri’s Jawhar-i SimÊ

(Simi’s Jewels, not before 1435),126 although intended for an audience of secretaries, contained
advice on papers, dyes, and colors, recipes for ink, and selecting pens, and practical knowledge
that was of use to calligraphers and perhaps even artists. Sadiqi Beg Afshar’s Q§nån al-ßuvar

(Canons of Painting, between 1576 and 1602)127 contained technical advice on making and
handling the brush, applying color, tints and washes, varnish and gilding, preparing silver,
gold, and pigments from vegetal and other mineral sources. All of this was preceded by
recollections about how he had become an artist, the reasons for writing the treatise, and
advice on how to find a master. In its combination of themes the treatise may be considered
comparable to Sultan #Ali Mashhadi’s on calligraphy, imitating the model but reshaping
its contents for practitioners of depiction. Qazi Ahmad still remembered Sultan #Ali Mashhadi’s
treatise when he sat down to compose the Gulist§n-i hunar (1596–1606). He inserted it after

122 The unique manuscript is in Istanbul, TSK, K. 882. For a facsimile and introduction to this manuscript,
see MuÈammad b. \asan al-TibÊ, J§mi# al-maÈ§sin kit§bat al-kutt§b, ed. ‘al§È al-DÊn al-Munajjid (Beirut: D§r
al-Kit§b al-JadÊd, 1962).

123 A fairly extensive body of secondary literature exists for this group of texts and many of the texts have
been edited and published. For a collection of these treatises, including all the examples mentioned here, see
M§yil HaravÊ, Kit§b §r§"Ê dar tamuddan-i isl§mÊ. For useful lists, see \abÊbÊ, “Literary Sources for the History of
the Arts”; Storey, Persian Literature: A Bio-Bibliographical Study; MuÈammad TaqÊ D§nishpazhåh, “Gulz§r-i ßaf§":
‘ayrafÊ,” pp. 30–43; and Afshar, “Ris§la-yi khaãã-i KhalÊl TabrÊzÊ,” pp. 325–26.

124 For a biographical synopsis of Mir #Ali Haravi, see M§yil HaravÊ, Kit§b §r§"Ê dar tamuddan-i isl§mÊ, pp. l–
lii.

125 For details about the treatises and their author, see Storey, Persian Literature: A Bio-Bibliographical Study 2,
3, Biography: (d) Calligraphists and Painters; and M§yil HaravÊ, Kit§b §r§"Ê dar tamuddan-i isl§mÊ, pp. lvii–lxii.

126 Several studies of the text are available. For an abridged translation, see Wheeler M. Thackston, “Treatise
on Calligraphic Arts: A Disquisition on Paper, Colors, Inks, and Pens by Simi of Nishapur,” in Intellectual
Studies on Islam: Essays Written in Honor of Martin B. Dickson, ed. Michel M. Mazzaoui and Vera B. Moreen (Salt
Lake City: University of Utah Press, 1990), pp. 219–28. Thackston provides references to previous editions
and analyses of the treatise in ibid., n. 1. For an analysis of the treatise and a summary of its contents, see
Yves Porter, “Un traité de Simi Neyàâpuri (IX/XVe S.), Artiste et Polygraphe,” Studia Iranica 14, 2 (1985):
179–98. The date appears in one section of the treatise (837/1435) (ibid., p. 184). Porter also published a
Persian edition of the text (idem, Peinture et arts du livre, app. 2, pt. 1).

127 For an English translation of the treatise and commentary on its terminology, see Dickson and Welch,
Houghton Shahnameh, app. 1. Additions to the list of published editions of and sources about the Q§nån al-ßuvar
include MuÈammad TaqÊ D§nishpazhåh, “Q§nån al-‘uvar,” Hunar va Mardum 90 (1349): 11–20; and Porter,
Peinture et arts du livre, app. 2, pt. 2.
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his biographical sketches of Sultan #Ali Mashhadi and his students. Passages are also found
quoted in Budaq Munshi Qazvini’s Jav§hir al-akhb§r.128

Insider knowledge about the treatises matched that of the prefaces, or so the recopying
of them in part or in whole would suggest. Although these treatises were devoted principally
to the transmission of knowledge about technique, processes, and procedures, they too began
with prefaces, some of whose textual components corresponded to the prefaces that appeared
in books (e.g., an explanation for why the text was written, personal history, advice on how
to succeed), themes not found in the album preface. However, some treatises placed calligraphy
in a historical framework (Mahmud b. Muhammad offers the best example), just as the
album preface would.

These treatises comprise a rich body of literature that merits separate study, especially
from the standpoint of their language. For example, although its purpose was to impart
knowledge that could be put to good use by its reader, and writing them in poetry may
have been meant to facilitate memorization, they also had shortcomings. Both Ibn al-Basis
and Ibn al-Wahid, commenting on the “Ode on Calligraphy” in the thirteenth century,
criticized Ibn al-Bawwab for speaking in “generalities which only served to conceal the
details of his art.”129 At one point in his treatise Ibn al-Bawwab had written: “Then turn
your attention towards making the point/for the point is the crux of the task/Do not ask
me to reveal it/it is a secret to which I shall hold.” Perhaps the poem was never intended
to be an effective means of transmitting information. At the outset, Sultan #Ali Mashhadi
proclaimed his reluctance to record the rules of calligraphy in his treatise: “To expose the
rules of writing in verse/In [the opinion of] this humble one is a complete error/Because
in writing there is no limit and no end/As in words there is no finality.”130 Training required
a holistic approach—instruction, study, and practice.

Many of the preface authors were able, if not celebrated, calligraphers, and they were
perfectly capable of expounding on the rules of calligraphy, its techniques and practices,
but they did not do so. Where matters of process and production are concerned, the
importance of the preface resides in what it reveals about categories of art (substantives
such as calligraphy or depiction), whether by medium or technique, and the conceptual
notions of the creative processes involved in making art.131

The preface’s sections of transmission narratives are divided according to medium and
mode. Under the medium of calligraphy (khaãã), the major divisions were Kufic, the six scripts,

128 Using the edition of the Gulist§n-i hunar edited by Khvansari, it is possible to identify the text quoted in
Budaq Munshi Qazvini’s history (St. Petersburg, State Public Library, Dorn 288). Near the beginning of his
narrative history of calligraphy (fol. 106), Budaq inserts thirteen couplets from Sultan #Ali Mashhadi’s treatise
section where #Ali b. Abi Talib is praised and comments are made about his calligraphy (corresponding to
Khvansari, p. 65, lines 13, 14, 15, 17, 18; and p. 66, lines 1–6, 10, and 13). Some pages later (fol. 109), Budaq
Munshi Qazvini quotes more couplets from the section of Sultan #Ali Mashhadi’s treatise where the calligrapher
explained what prompted him to write the treatise (corresponding to Khvansari, p. 66, lines 14–21 and p. 67,
lines 2–6 [7 replaced], and 8).

129 The commentaries are translated and discussed in James, “The Commentaries of Ibn al-BaßÊß and Ibn
al-WaÈÊd on Ibn al-Baww§b’s ‘Ode on the Art of Calligraphy’ (R§"iyyah fÊ l-Khaãã),” p. 171. James also provides
short biographies and synopses of the two calligraphers’ careers.

130 Trans in Minorsky, Calligraphers and Painters, p. 118.
131 An early attempt to come to grips with both substantives (categories such as calligraphy and depiction)

and attributives (the language used to describe visual features in words and metaphors) was made by Armenag
Sakisian, “Esthétique et terminologie persanes,” Journal Asiatique 226, 1 (January–March 1935): 144–50.
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nasta#lÊq and ta#lÊq subdivided into basic and subsidiary. By the sixteenth century Kufic had
largely fallen out of use in the arts of the book and for single-page calligraphy, and though
it was common enough in architecture, it was used only sparingly in manuscripts for
illuminated chapter headings. The six scripts appeared principally in Korans, ta#lÊq in a
broad range of chancellery documents, and nasta#lÊq in manuscripts and single-page
calligraphies. The principal mode of calligraphic execution was black ink on paper, although
some calligraphers excelled in the use of colored inks (kit§bat-i alv§n, rang nivisÊ; Dust
Muhammad mentions Mawlana Sultan Muhammad Nur and Mawlana Kamal al-Din Rustam
#Ali in this regard). Other specialized techniques, such as outlining (taÈrÊr), required the use
of a transfer process, usually pouncing. A model calligraphy would be transferred (naql) or
copied to another sheet of paper and outlined in a fine inked line. The outline drawn in
ink could be left that way or filled in with colored ink or illumination (tazhÊb), the latter
constituting yet another specialized skill. Another method was to cut the paper onto which
calligraphy had been transferred to make découpage calligraphy. Some calligraphers were
skilled in several techniques and are praised accordingly, but the expertise of additional
masters was needed. A calligraphic specimen executed by one individual could be reproduced
in another medium by another master to produce a series of multiples.

The category of depiction (taßvÊr) embraced what we would identify as painting, drawing,
and illumination; it is only when specific techniques are referred to that they can be
distinguished from the others under the umbrella category of depiction. Some examples
include pen-and-ink drawing (called qalam-i siy§hÊ by Dust Muhammad referring to Amir
Dawlatyar), painting when color mixing is mentioned (called ba-alv§n-i fitna angÊz rang §mÊz

namåd/ba-rang §mÊzÊ by Dust Muhammad referring to Khvaja Ghiyas al-Din Pir Ahmad
Zarkub and Aqa Jalal al-Din Mirak al-Husayni al-Isfahani), and illumination (tazhÊb). Mir
Sayyid Ahmad refers to the various techniques of depiction collectively but does not list
them (aãv§r-i Ên fann-i bÊ badal, “the manners of this matchless art”).

Prefaces frequently mention techniques mastered by practitioners. Dust Muhammad singles
out Bihzad’s competence in the art of depiction ( fann al-taßvÊr), illumination (tazhÊb) and
outlining (taÈrÊr). Bihzad’s adoptive father, Amir Ruh Allah (a.k.a. Mirak Naqqash), was
also said to be expert in all these techniques. Beginning as a memorizer of the Koran, Amir
Ruh Allah took up writing, became a copyist, bowmaker, and under Vali Allah’s tutelage,
learned outlining and illumination before taking up depiction (taßvÊr), here referring specifically
to painting. Mawlana Kepek #Akk§s-i Haravi (the Herati stencilmaker) was comparably gifted.
Shams al-Din Muhammad mentions his skill in making stencils for calligraphies and depictions
(taßvÊr§t va khuãåã-i #aks), and singles out for particular praise his polychrome stencils (#aks-i

alv§n),132 sprinkling of various colors (alv§n afsh§n va rangh§-yi gån§gån), design (ãarr§ÈÊ), and
duplication (musann§).133 Other skills mentioned include binding, leatherworking, gold
sprinkling, and découpage.

132 Qazi Ahmad also mentions Mawlana Kepek in the Gulist§n-i hunar. Glossing the term #aks and Qazi
Ahmad’s statement that “his #aks made people free from [their former use] of gold sprinkling,” Minorsky proposes
that the term “refers to the covering of the background with faint colors (of plants, flowers, animals etc.) which
in fact was a technique superior to mere ‘gold-sprinkling’” (Minorsky, Calligraphers and Painters, p. 193, n. 691).
Minorsky adds that Mahdi Bayani translates #aks as the use of stencils.

133 The word perhaps refers to mirror-reversed calligraphy. The same term is used for this category of
calligraphy in an Ottoman context (personal communication, Filiz ÇaÅman).



chapter five150

Practitioners of depiction excelled in a broad range of techniques, including processes
of design, the transferring of a model, and finished execution; content ranging from figural
to non-figural, and media such as pigment, ink, dyes, and gold and silver. All processes
involved in the arts of the book, and not just painting, were subsumed under the word
depiction. Because of this, the term haft aßl (seven modes) can be confusing: did it include
both animate and inanimate content and thus refer to categories found in illumination,
drawing and painting? Or did it refer exclusively to the content of illuminations?

Calligraphers and depictors alike were judged according to performance in some of these
technical categories. Some calligraphers could not only write but could also transfer their
writing to make outlines and then decorate the writing with illumination. Some depictors
could also design or transfer designs and complete works in more than one medium. The
importance of using models for practice and of transferring models to make new works
meant that the practitioner often had to have functional range or adeptness in different
techniques. This technical virtuosity removed boundaries between forms of practice.

Of equal interest are the implications techniques of transfer had for the understanding
of authorship. In transferring the visual elements of a calligraphic model to new work the
latter existed as a multiple, each one an original copy of the model. Copying was also common
in painting and drawing. The compositional elements of either single-sheet paintings or
drawings or manuscript paintings could be derived from the works of earlier or contemporary
practitioners: the outline was transferred to the new work and differences articulated by
such means as changes in color schemes, remodeling of form, or inserting the transferred
element into a new compositional network.134 Reperformance through imitation was only
one form of connection between masters in the history of art; another was the ability to
perform in the manner of a master, an ability frequently referred to in the prefaces and in
other texts. Technical virtuosity was so complete that a viewer could understand the work
of one maker for that of another.

JUDGMENT AND RESPONSE

Technical ability and competence were the criteria for assessing the merits of a practitioner
and judging a work of art. Recognition of these features conferred distinction upon a
practitioner; as assessments based on skill they were made in abstract or generalized categories.
Another means of judging the work and its maker was by gauging relationships between
one of their works and its precedents, an intervisual relationship. This involved recognizing
a response to a preexistent and known work (either written, painted, or drawn) and/or noting
changes introduced by the practitioner within the boundaries of codified modes of practice.
This feature of gauging visual relation and difference perceived by the sixteenth-century
courtly viewer comes closest to what we might describe as invention or originality in a work
of art.

Nowhere in the prefaces do we find extensive descriptive responses to particular images,
whether calligraphy or depiction. One example of this form of response crops up in the

134 I have dealt with this issue at length in Roxburgh, “Kamal al-Din Bihzad and Authorship in Persianate
Painting,” pp. 119–46.
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B§burn§ma where Babur writes, “Bihzad was one of the painters. He painted extremely
delicately, but he made the faces of beardless people badly by drawing the double chin too
big. He drew the faces of bearded people quite well.”135 But observations of this kind are
extremely rare, and comments about works of art in the prefaces amount to characterizations
of visually perceived properties or attributes residing in the works. Formal elements of a
work of art are also implied, but through analogical literary modes. For example, the
metaphorical comparison of jewels or pearls and depictions can be understood as a reference
to their lustrous surfaces and brightly colored fields of faceted and hard-edged colors. If
the same metaphor is applied to calligraphy it makes the lines of ink pearls or jewels scattered
by the pen, a metaphor not well suited to an evocation of calligraphy’s formal features but
a powerful intermedial concept that likened the calligrapher’s process to the poet’s. Both
calligrapher and poet worked with ideas, speech, and words that were equal to pearls and
jewels in value. Two forms of response can be identified: the attributive, which describes
an abstracted quality of the work, and the metaphorical, which infers relationships between
things based on like qualities. The two responses are entirely consonant with the preface’s
rhetorical, literary complex whose vector was the exemplary and the praiseworthy and tended
toward the absolute.

Before going over some specific examples of attributes it must be emphasized that our
comprehension of the language of judgment, aesthetics of value, and evaluation faces several
problems.136 Contemporary dictionaries provide some insight into the meanings of
attributives/adjectives, but they do not guarantee the specific sense that the author wished
to convey, either through a subtle shift or inversion of normative usage or of tone. Nor do
the meanings necessarily fit the specialized vocabulary that may have developed for the
discussion of a particular practice.137

Another dimension of language concerns the assumed similarities between spoken and
written communicative expression, which elides the potential difference between what or
how people spoke when viewing a work of art and how preface authors wrote, or how they
annotated a practitioner’s name with the attributes of his work. If the poetic majlis was
like the social context in which an album—or indeed a single-page work—was viewed, we
could infer that differences between speech and written discourse were minimal and that a
mode of expression in the Persian language was continuous between its spoken and written
forms. The response to a painting by Bihzad recorded by Vasifi at a majlis hosted by Mir
#Ali Shir Nava"i demonstrates how verbal rejoinders to the painting—and to each other—
were structured in much the same way as the linguistic jousting of a majlis. This example
suggests a measure of continuity between the spoken and the written word, although it is
impossible to be certain how viewers behaved or what they said in the encounter.

135 Trans. in Thackston, The Baburnama: Memoirs of Babur, p. 226.
136 I found that many of the problems that arise in the assessment of a language of aesthetics for Persianate

art are also true for the study of Chinese art under the Ming (see Craig Clunas, Superfluous Things: Material
Culture and Social Status in Early Modern China [Urbana and Chicago: University of Illinois Press, 1991], chap.
3, esp. pp. 75–78).

137 Exemplary in this respect is Michael Baxandall’s Painting and Experience in Fifteenth-Century Italy: A Primer
in the Social History of Pictorial Style (rpt. Oxford and New York: Oxford University Press, 1984). Baxandall examines
a variety of social practices that may have shaped the value system and language applied to the experience of
works of art. For an analysis of critical language used in Vasari, see Roland le Mollé, Georges Vasari et le vocabulaire
de la critique d’art dans les ‘Vite’ (Grenoble: Ellug and Université Stendhal, Grenoble 3, 1988).
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Dust Muhammad’s reference to a painting by Sultan Muhammad, generally thought to
be the painting of the court of Gayumars from the Sh§hn§ma-yi sh§hÊ,138 is comparable to
that found in Vasifi. In general praise of Sultan Muhammad, Dust Muhammad writes that
he had “taken depiction to a place that although the firmament has one thousand eyes, it
has not seen anything equal to him.”139 His painting in the Sh§hn§ma is such that “the teeth
of his pen [brush] would wound the hearts of the lion-hearted of the forest of depiction
and the leopards and crocodiles of the workshop of beautiful writing and their amazement
at his images [would make them] bow their heads.”140 Astonishment resulted from the inability
to comprehend his images—the starry sky of one thousand eyes was even incapable of doing
so—and unable to match them, even the most forceful practitioners of the age (lion-hearted,
leopards, and crocodiles) were forced to acknowledge Sultan Muhammad’s superiority. Praise
of Sultan Muhammad is framed by a single image, but the response is conveyed through
an extremely clever metaphor. Continuing with references to the artists Mir Musavvir and
Aqa Mirak, Dust Muhammad confesses his inability to describe their works. He attaches
no attributes to the visual features of painted or drawn images. Shams al-Din Muhammad’s
writings about the painted and drawn images are also metaphorical, and he only uses three
attributes—graceful (luãf ), pure (p§kÊzagÊ), and clean (tamÊz)—to characterize depictions.

Adjectives appear most commonly in summary assessments of a calligrapher, and in some
prefaces add up to a vocabulary of evaluation. Dust Muhammad is the writer who most
regularly expresses judgments, especially for the nasta#lÊq tradition. In referring to #Ali b.
Abi Talib’s Kufic he remarks upon its perfection in his hand and the hallmark feature of
the letter alif with a split at its top. The calligraphy of Yaqut’s six students was of perfect
beauty (kam§l-i Èusn). In Dust Muhammad’s opinion, Anisi’s calligraphy is delicate/graceful
(n§zuk), pure/clear (ß§f ), and agreeable/pleasing (pasandÊda); Sultan Muhammad Khandan’s
is solid/firm (mustaÈkam), and he “wrote with [an] essential quality” (ba-kayfÊyat nivishtand);
Muhammad Qasim Shadishah’s is light/delicate (n§zuk), clean (p§kÊza), and pleasing (pasandÊda);
Khvaja Ibrahim’s is sweet/delicate/nice (shÊrÊn) and clean/pure/chaste (p§kÊza); Shah
Mahmud’s is graceful (dil-farÊb) and ornamented (ba-zÊb). Nur al-Din #Abd Allah is praised
for “beauty of calligraphy” (Èusn-i khaãã) and “quickness of copying” (sur#at-i kit§bat).

Malik Daylami’s comments are few and far between; he remarks on Sultan #Ali Mashhadi’s
purity (ßaf§) and sharpness (tÊzÊ). Anisi improved Azhar’s style through “ornament and
adjustment/trimming” (takalluf va ißl§È). Mir Sayyid Ahmad only describes properties of ta#lÊq,
characterizing the ta#lÊq copied by secretaries in Khurasan as “at the extremity of freshness
and movement” (nih§yat-i ruãåbat va Èarakat) and the secretaries of Azarbayjan and Iraq as
“perfect in firmness, maturity, essentials, and taste” (kam§l-i istiÈk§m va pukhtagÊ va ußål va

ch§shnÊ). He writes of Bihzad’s “firmness of fingers” (quvvat-i ban§n) and “power over the
pen/brush” (qudrat bar qalam). Shams al-Din Muhammad refers to the features of three
calligraphers. Of Ja#far al-Tabrizi’s calligraphy he says that it is “very beautiful” (bisy§r nÊk);
of Muhammad Qasim Shadishah’s that it is “at the extremity of sweetness, elegance, and

138 For an illustration of the painting, see Sheila R. Canby, Princes, Poets, and Paladins: Islamic and Indian
Paintings from the Collection of Prince and Princess Sadruddin Aga Khan (London: British Museum Press, 1998), pp.
48–49, cat. no. 25.

139 ki taßvÊr r§ ba-j§"Ê ras§nÊda ki b§ vujåd-i hiz§r dÊda-yi falak masalash na-dÊda.
140 ki shÊr-mard§n-i bÊsha-yi taßvÊr va palang§n va nihang§n-i k§rkh§na-yi taÈrÊr az nÊsh-i qalamash dil rÊsh va az Èayrat-

i ßåratash sar dar pÊsh and.
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lightness” (ba-gh§yat-i shÊrÊn va namakÊ va n§zuk), and of Anisi Badakhshi’s that it is “very pure,
sweet, and light” (bisy§r ß§f va shÊrÊn va n§zuk).

Broadening the analysis of terminology to study the use of attributives in other written
sources might help to expose patterns of lexical incidence and thereby give a sense of a
shared evaluative repertoire. It might even become possible to determine whether or not a
common vocabulary existed: was there a means of communicating specific aspects of visually
perceived features in a comprehensible way among the members of a group of arbiters, or
were verbal judgments made in an idiosyncratic language that required glossing? Even if it
remains impossible to connect the verbal descriptive to its visual attribute, the language
does provide a digest of qualities regarded as positive.141

Another aspect of the attributive remains to be considered; in reading the author’s
judgments in a preface it is hard to separate the qualities of writing from the qualities of
the calligrapher, especially when one remembers a recurring theme of the preface, namely,
that the album is a memorial containing the works of past and present masters. Personal
attributes, evinced by conduct in life, are often noted. Dust Muhammad emphasizes Sultan
#Ali Mashhadi’s “good character” (Èusn-i akhl§q); that Mawlana Sultan Muhammad Nur
was an accomplished (sar-anj§m) and pure (p§kÊzagÊ) scribe, who was pious (vara#) and abstemious
(taqv§) his entire life; that Sultan Muhammad Khandan was gentle (kåchik-dil) and a pleasant
companion (khush-ßuÈbat). In the Khvandamir/Amini preface Bihzad is praised as an artist
whose “thoughts are pure, who walks in the path of love and friendship. . . [masnavÊ] A pen
like Mani’s, auspicious traces/ [of] beautiful disposition, praiseworthy ways.”142

The high moral qualities of practitioners may also be detected in the honorifics applied
to them. Introducing Mir Sayyid Ahmad as one of Mir #Ali’s “rightly guided students,”143

Shams al-Din Muhammad calls Mir Sayyid Ahmad a “sublime repository [who has] striven
to acquire perfections.”144 He attaches comparable epithets to other calligraphers. Shams
al-Din Muhammad introduces another group of calligraphers collectively as “masters who
are repositories of virtues, of eloquent manner, of beneficial and copious works, and strive
to attain perfections.”145 He dubbed Amir b. Husayn al-Sharifi al-Mashhadi a “master of
exalted origin and noble lineage who has striven to gain perfections.”146

In both actual references to good conduct and in titles that imply it the attributes are
comparable to those used to describe the visual features of calligraphy. Hence, the language
of judgment evaluates the work (§s§r) in terms of its being an impression of its maker. The
work is a palpable record of the maker and an index of his exemplary qualities. Just as
language in praise of conduct is distilled into abstract categories, so too is the language
used to judge and describe achievement. Both trade in absolute qualities—patience and
perseverance result in mastery over self and technique.

141 Sakisian attempted to match texts to works of art but without sufficient attention to the cultural contexts
in which the texts were written and thought about the purposes that they served (“Esthétique et terminologie
persanes”). More recently John Seyller tried to link a numerical system to visual features of the Mughal paintings
and drawings onto which the numbers were inscribed (John Seyller, “A Mughal Code of Connoisseurship,”
Muqarnas 17 [2000]: 178–203).

142 ß§fÊ i#tiq§d s§lik-i mas§lik-i muÈibbat va vad§d . . . /m§nÊ qalam khujasta §s§r/ nÊkå shiyam ÈamÊda aãv§r.
143 va az sh§gird§n-i rashÊd-i vay ast.
144 siy§dat-i ma"§b kam§l§t-i iktis§b.
145 dÊgar az ust§d§n-i Èaîrat-i faî§"il ma"§b faß§Èat shi#§r if§dat va if§îat §s§r kam§l§t iktis§b.
146 Èaîrat-i rif #at niß§b shar§fat intis§b kam§l§t iktis§b.
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Around the subjects of innate disposition and ethics (akhl§q) an extensive literature grew
in the Islamic tradition, and numerous works were written on good character (Èusn al-khulåq)
and moral perfection.147 Among them are didactic treatises that gave advice to rulers, a
blend of a mirror for princes and a collection of wise sayings. One example is Husayn Va#iz
Kashifi’s Akhl§q-i muÈsinÊ (Morals of the Beneficent, 1494–95) dedicated to Abu al-Muhsin,
one of Sultan Husayn Mirza’s sons.148 It includes definitions of moral qualities and exemplary
sayings of moral figures. For example, giving thanks (shukr) to God is one moral category;
it was achieved through man’s heart, tongue, and limbs. The eye’s form of service was “to
behold with reverence the works of creation.”149 Another category was endeavor and exertion
( jidd va jahd), with allusions to the benefits to be gained from perseverance, hard work, and
noble pursuits.150 The ruler’s patronage of building was particularly important especially
because it benefited his subjects and also stood as a record of that dynasty’s might and
benevolence.151

The idea of perseverance is obviously an idea congruent to the practice of calligraphy
and to the language used for its reception and judgment. Kashifi’s treatise also described
the kinds of men according to their rank, and advised the ruler:

To each one of mankind there is a particular rank {martaba};
which was prescribed a long time ago.

If any man should transgress beyond his own limit;
quarrels will arise, to the left and to the right.

Keep every man in his proper station;
And then sit down with prosperity in thine own place.152

Rank could be vouchsafed by innate qualities. The recurring expressions in the prefaces
about a practitioner’s various noble qualities—and noble lineage where prestigious descent
could be legitimately claimed—not only attests to the need to define his rank but states it
as a direct result of such qualities. Despite Kashifi’s advice, advancement and self-improvement
were possible if one developed talent and skill.153 Practitioners were repositories of both

147 In the absence of a synthetic study of Islamic ethics, see EI2, s.v. “Akhl§Î” (R. Walzer and H. A. R.
Gibb).

148 See \usayn V§#ií K§shifÊ, Akhl§Î-i MuÈsinÊ or The Morals of the Beneficent, trans. Rev. H. G. Greene (Hertford:
Stephen Austin, 1850). For a Persian edition, see \usayn V§#ií K§shifÊ, Akhl§Î-i MuÈsinÊ, The Morals of the Beneficent
(Hertford: Stephen Austin, 1850).

149 Ibid., p. 8.
150 Ibid., pp. 37–38.
151 Also important in this regard is Khvandamir’s Ma"§sir al-mulåk (1498), a listing of the monuments and

achievements of kings. The book concludes with statements about the monuments of Sultan Husayn Mirza’s
rule.

152 Ibid., pp. 47–48. For the Persian, see \usayn V§#ií K§shifÊ, Akhl§Î-i MuÈsinÊ, p. 58.
153 An early-fifteenth-century manual (#AnÊs al-n§s, “The Good Companion,” ca. 1426–27) composed by a

certain Shuja#, and dedicated to Ibrahim Sultan b. Shahrukh, on the topic of ethics, contained a section on
classes according to three “classes: awsaã al-n§s (middle class); muluk va arb§b va iÈtish§m (princes, lords, and
high officials); mardum-i b§zarÊ (lower class).” In his study of the text, de Fouchécour noted that Shuja# “also
differentiated between bad extraction (bad aßl) and good extraction (aßÊl) with virtue (hunar, hunarmand). He noted
that the author was writing “for and to create a man who is neither truly powerful nor vulgar, a ‘well-born’
man in whom virtue finds a fertile ground” (C.-H. de Fouchécour, “The Good Companion’ (#AnÊs al-N§s): A
Manual for the Honest Man in ShÊr§z in the 9th/15th Century,” in Iran and Iranian Studies: Essays in Honor of
Iraj Afshar, ed. Kambiz Eslami [Princeton: Zagros, 1998], pp. 42–57; esp. 46–47. The separate classes are
sometimes delineated in the mirror-for-princes genre. A tenth-century manual composed by Qadi al-Nu#man
in Fatimid Egypt contains a section on classes. Salinger notes that this portion of text is ostensibly “an exhortation
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innate and acquired talents, and innate talent could be augmented through supra-natural
intervention. According to Dust Muhammad, Ibn Muqla was instructed in thuluth, muÈaqqaq

and naskh by #Ali b. Abi Talib when he saw him in a vision (dar v§q#ia dÊd); Yaqut al-Musta#simi
“brought down the occulted rules of this science from heaven to earth.”154 In their technical
treatises, Mir #Ali Haravi (Mid§d al-khuãåã) and Majnun Rafiqi (Khaãã va sav§d) wrote that
#Ali b. Abi Talib (referred to by Majnun as “Shah-i Mardan”) came to Yaqut in a dream
and said to him: “ ‘Cut your pen diagonally!,’ and when he did so his calligraphy became
purer, and it is because of this that his calligraphy is preferred over Ibn Muqla’s, not because
of basic principles but rather for its purity.”155

References and allusions to the concept of the work as an index of its maker are scattered
throughout the prefaces. One example is the praise of #Ali b. Abi Talib offered by Dust
Muhammad: “The pen-riding fingers of no creature have left their mark on the field of
writing the likes of that majesty’s valiant and miraculous fingers.”156 The sign, or distinguishing
feature, of #Ali’s writing, aside from its purity and grace,157 was the split alif and the fact
that parallel letters on the front and reverse sides of a single sheet were lined up. #Ali b.
Abi Talib was the perfect exemplary figure for both calligraphy and depiction. Developing
the statement “the foundation (masnad) of the name of writing consists in the practice of
virtue,” Sultan #Ali Mashhadi wrote:

The aim of Murta·§-#AlÊ in writing
Was not merely characters and dots

But fundamentals, purity, virtue;
And he pointed to this by the beauty of his writing.158

(gharaî-i Murtaî§ #AlÊ az khaãã
na hamÊn lafí båd va Èarf va nuqã

bal ußål va ßaf§ va khåbÊ båd
zi §n ish§rat ba-Èusn-i khaãã faramåd)

We could not hope for a clearer expression of the symmetry drawn between work and maker.
That the calligraphic impression as an index of virtue was an idea that had existed since
the beginning of the tradition of beautiful writing. In his qasida on calligraphy, Ibn Bawwab
wrote:

Strive that the fingers of your hand
will write what is good

given by #AlÊ, or possibly the Prophet MuÈammad himself, to a new governor.” The section on classes is divided
into five parts: “(1) the soldiers; (2) the governor’s aides, such as the q§·Ês, the administrators, the secretaries
and so on; (3) those who pay the khar§j, i.e., the toilers of the soil and others; (4) the merchants and the artisans;
(5) and finally, the lowest class, the poor and the needy” (Gerard Salinger, “A Muslim Mirror of Princes,”
Muslim World 46, 1 [January, 1956]: 24–39; 30).

154 îav§biã-i makhfÊ-yi Ên #ilm r§ az §sm§n ba-zamÊn §vard.
155 dar khv§b dÊd ki farmåda qalam r§ muÈarraf qaãã zan chun chun§n kard khaãã-i å ß§ftar shud va Ên ki khaãã-i å r§ bar

khaãã-i Ibn Muqla tarjÊÈ mÊ-dahand na az jihat-i ußål ast balki az jihat-i ßaf§ ast. This is the passage as it appears in
Majnån RafÊqÊ, Khaãã va sav§d, in Kit§b §r§"Ê dar tamuddan-i isl§mÊ, ed. M§yil HaravÊ, p. 189. The earlier text by
Mir #Ali Haravi, Mid§d al-khuãåã, is slightly different (see ibid., p. 89). Sultan #Ali Mashhadi had recorded the
same experience, viz. that #Ali came to him in his sleep and gave him a specimen of calligraphy (khaãã) and a
“suit of clothes” (Minorsky, Calligraphers and Painters, p. 109).

156 §n§mil-i nay sav§r-i hÊch afrÊdg§r chun shah-sav§r ban§n-i mu#jiz nish§n-i §n Èaîrat bar mayd§n-i kit§bat na-guzashta.
157 va #al§mat-i kit§bat-i §n Èaîrat ba#d-i ßaf§ va liã§fat-i §n ast.
158 In Q§îÊ AÈmad, Gulist§n-i Hunar, ed. Khv§ns§rÊ, p. 65; trans. in Minorsky, Calligraphers and Painters, p.

108.
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So that it will be left behind you
in the abode of deception.

For whatever a man does now
will confront him on the morrow

When he has to face
the inscribed record of his deeds.159

In short, the judgments applied to calligraphy in the prefaces were extensions of ethical
concepts. The notion that a work’s relation to its maker could be described according to a
set of idealized and distilled properties helps to explain the nature of its reception; the verbal
articulation of formal features did not take the path of endless descriptions but focused on
absolute properties instead.

While the ethical standing of depictors was also not in question—Khvandamir/Amini’s
praise of Bihzad is sufficient evidence of that—the use of attributives in the reception of
paintings, drawings, and illuminations was different. When responses do occur they are
cast in metaphors that relativize the work or in the trope of incomprehensibility. Dust
Muhammad wrote that even the heavens, endowed with the power of one thousand eyes,
could not comprehend Sultan Muhammad’s paintings. The designer (ãarr§È) Kamal al-Din
Husayn’s motifs were such that even the most “discerning vision could not understand the
perfection of their substance.”160 Over and over, not only Dust Muhammad but other authors,
too, assert that to describe depictions and calligraphies is impossible. Any attempt to do so
would be without end. Sultan #Ali Mashhadi’s reluctance to write down the rules of writing
in his treatise is apropos where he says, “Because in writing there is no limit and no end/
As in words there is no finality.”

One potential reason for this disconnect between what is seen in depictions and calligraphies
and verbal response has already been noted, that is, that the works would be discussed while
viewing the album, making descriptions in the preface superfluous. A second reason relates
to technical mastery, to the suppression of the signs of manufacture in the execution of the
painting in particular, and hence the impossibility of understanding what is seen as made.
Another reason is provided by Dust Muhammad where he stops short of describing Yaqut
al-Musta#simi’s calligraphy:

If a wise man does not describe the sun
the emanation of its light is sufficient description.

And if he does not speak in praise of musk
the smell of musk is a sufficient eulogizer of its substance

(vaßf-i khurshÊd ar na-guyand håshmand
fayî-i når-i å buvad vaßfash band

var ba-madÈ-i mushk na-gush§yad nafs
mushk r§ madd§È-i bå-yi mushk bas)

The essence of the work is so forceful and tangible that it speaks its own encomium.

Before the album preface was developed references to calligraphers, painters, draftsmen,
illuminators, and rulers who took up the pen and brush appeared either as clusters of
biographical notices or in the narration of events. These references offered a summary portrait
of the cultural and intellectual life of the court and displayed a sense of history and continuity

159 Trans. from James, “Commentaries of Ibn al-BaßÊß and Ibn al-WaÈÊd,” p. 176.
160 naíar-i b§rÊk-bÊn ba-kunh-i kam§lash na-rasÊda.
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through transmission. The corpus of technical treatises written by eminent calligraphers
beginning in the sixteenth century gives the first indications that biographical notices were
turning into narratives in a way comparable to the shift from the annal to the proto-narrative
chronicle. Just as many forms of human endeavor had their history traced and recorded,
so too would the arts of calligraphy and depiction.

Although there is ample evidence that a broad range of writers—Khvandamir among
them—knew about the history of practitioners, it was the calligraphers themselves who wrote
histories of their practice. Although immersed in the culture of the court and not
unsympathetic to calligraphers, painters, and draftsmen, Khvandamir/Amini and Murvarid
had different priorities. Shah Quli Khalifa followed in their path. Dust Muhammad, Malik
Daylami, Mir Sayyid Ahmad (following Qutb al-Din Muhammad), Shams al-Din Muhammad
and Muhammad Muhsin chose a different one. Hence, while the inclusion of lists of names
appears to be optional in an album preface, inserted among the preface’s thematic units,
the fact that art historical elements appear in those prefaces composed by practitioners is
significant. Their choice no doubt reflected a form of personal investment, a wish to define
their place in the genealogy of a given practice and to record the history of their tradition.
It was a kind of knowledge best known by the practitioners and passed down from generation
to generation.161 Specific sources used by the preface authors are scarce, though Dust
Muhammad hints that he may have used actual manuscripts as a basis for writing his history
(he refers to copies of manuscripts with paintings by Ahmad Musa in the library of Sultan
Husayn Mirza, for example).

But what kind of an art history do the prefaces represent? The history of art stems from
the marriage of history with biography; what people did was inseparable from what they
were.162 When the impulse arose, the narrativized historical list was applied to the practices
of calligraphy and depiction. Thus, the origins of a history of art can be traced to a specific
type of professional biography that had been inspired by an interest in knowledge and skill.
The rhetoric of the preface was of praise and not imprecation, consonant with the mode
of representation found in histories, among other literary works. An illustration of the
manipulation of biography and its proper content is the handling of Bihzad’s biographical
sketch in the history by Budaq Munshi Qazvini and the treatise of Qazi Ahmad. For his
sketch of Bihzad, Qazi Ahmad used a portion of text from Qazvini and reworked some of
the biographical details about Bihzad’s life. References about Bihzad’s service to Sultan
Husayn Mirza as librarian (kit§bd§r) and Shah Tahmasp’s patronage of the artist (Qazvini
notes that Bihzad was like a companion [muß§Èib] to the Safavid shah) are retained. Absent
from Qazi Ahmad’s sketch,163 however, is a rumor interjected by Qazvini,164 that Bihzad
loved wine and constantly drank it despite Shah Tahmasp’s ban against it. Qazi Ahmad
chose not even to hint at Bihzad’s predilection, focusing entirely on his positive qualities
and unblemished character. The rhetoric of praise is also manifest in the language for

161 On the oral transmission of historical tradition, the anxiety about its failure to guarantee remembrance
through loss of memory and the destruction of the physical record, see MÊrz§ \aydar Dughl§t, T§rÊkh-i rashÊdÊ,
trans. Thackston, pp. 3 and 89.

162 For a summary of aspects of biography during the classical period, see Catherine N. Parke, Biography:
Writing Lives (New York: Twayne Publishers, 1996), chap. 1, esp. pp. 2–6.

163 See Minorsky, Calligraphers and Painters, pp. 179–80.
164 Bud§q MunshÊ QazvÊnÊ, Jav§hir al-akhb§r, fol. 112b.
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describing individual achievement, attributes consonant with the qualities of the maker. It
was a history of art that was dominated by transmission and that could be subdivided
according to practitioner, school, mode, and technique.

It may well be that the consequence of the dominant focus on practitioners and transmission
produced the particular form of narrative found in the album prefaces. It is a form much
like the chronicle, a type of historical discourse whose inability to realize complete narrativity
has been discussed.165 The structure of the Persian chronicle and, in particular, the narrativized
lists of the prefaces, often present a sequence of statements about events or individuals without
coordinating connections that would make an inferred causality explicit. The paratactical
structure required the reader to fill in the lacunae.166

A tension emerges from this art historical conception. The history was structured through
a sequence of practitioners who brought about change at particular times. Such changes
were often characterized as abrogating or canceling what had come before. From this we
might infer a history of art as a process of successive developments made by practitioners
that ran in the single direction of constant improvement. Moreover, by attaching change
to a particular master, aspects of performance which were held to constitute that change
in the master’s works could be construed as an index of that person; the innovation was
caused by the self and was an expression of the self. Running against this interpretation,
and hence in tension with it, is the relationship between tradition and response to tradition,
or between successive works in the history of a practice. For both calligraphy and depiction,
new works responded to what had come before, and within a realm of creativity that was
circumscribed according to technique, idioms, and manners. In this context, invention and
originality took on a wholly different aspect; copying was critical for learning calligraphy
and the arts of depiction, as is illustrated by the anecdote that Yaqut’s students were allowed
to sign his name on specimens that they had copied. Similar anecdotes are found in other
sources.

How did process and tradition affect the place of the practitioner within the tradition?
It is clear that some masters were regarded as vertical markers along the axis of the history
of art, accorded the invention or extremely significant change in a technique or mode, but
the same rules applied to them regarding the tradition. Azhar’s counsel to Sultan #Ali Mashhadi
was that he had talent but lacked technique. The significance of their impact is perhaps to
be measured by the fact that they were imitated and that their style was disseminated. Their
style was constituted into a metropolitan or regional—or even trans-regional—aesthetic.

165 For distinctions between annals, chronicle, and narrative history, see Hayden White, “The Value of
Narrativity in the Representation of Reality,” Critical Inquiry 7 (Autumn 1980): 5–27. Using commonly accepted
definitions in historiography, White writes that both annals and the chronicle as forms of historical representation
are “imperfect” in their “historicality . . . evidenced in their failure to attain full narrativity of the events of
which they treat” (ibid., p. 9). The function of completely realized narrativity is that the events possess “a
structure, an order of meaning, which they do not possess as mere sequence” (ibid.). The chronicle is characterized
by its “failure to achieve narrative closure. It does not so much conclude as simply terminate. It starts out to
tell a story but breaks off in medias res, in the chronicler’s own present; it leaves things unresolved” (ibid.).

166 Partner discusses paratactical prose in medieval histories and the idea that it was “a conscious alternative
to linear structure, ruled by its own aesthetic,” and goes on to say that “this attractive, sophisticated hypothesis
. . . requires that we assume a world of writers and readers who found in juxtaposition their primary clue to
meaning. Like practiced viewers of films whose central ‘statement’ works from calculated montage, these imagined
past readers easily filled in gaps, ‘read’ the significance of contiguous images, made form out of the presented
elements of artistic experience” (“The New Corfinicius,” p. 18).



art in history and practice 159

Study of works of art reveals, however, that artists and calligraphers also skipped generations
and looked further back than their immediate contemporaries in their search for models
and lessons. The tradition defined a field for performance, a fact that calls for a particular
definition of progress or change: contributing to the tradition was not about overturning
its rules and prerogatives but working within a universe of predetermined terms—small
change, as we might gauge it, could be big change.

Then there is the individual master. It is abundantly clear that for calligraphy the work
embodied the maker, and that the language used to describe personal traits in encomiastic
biographical literature was translated to the work as a set of personifications. Such a language
essentialized the experience of the work of art, characterizing it as an aggregate of desirable
properties. Disparities between the internal view recorded in the prefaces and other sources
and the modern view opens up an enormous chasm in the articulation of visual features.
This is especially apparent in the modern impulse to read a practitioner’s relationship to
his work according to evidence of particular and idiosyncratic features in it. As such, it
runs in an opposite direction from the internal view of the index which was to understand
it as made by an individual but explicable only in absolute terms.
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CHAPTER SIX

LIFTING THE VEIL FROM THE FACE OF DEPICTION:
DUST MUHAMMAD’S PREFACE

Another form of picture-making by water and pigment existed in the Cathayan realm and the
Frankish realm until sharp-penned Mercury inscribed the sultanic seal in the name of Sulã§n
Abå Sa#Êd Khud§ybanda. Ust§d AÈmad Mås§, who was his father’s pupil, lifted the veil from
the face of depiction and the depiction that is now current was invented by him.1

The implications of this often-quoted passage from Dust Muhammad’s preface to the Bahram
Mirza album are rarely examined. Ahmad Musa, a painter trained by his father and ac-
tive during the reign of the Ilkhanid Sultan Abu Sa#id (r. 1317–35), is credited with devel-
oping a new and exciting mode of depiction, a veritable paradigm shift, whose impact,
according to Dust Muhammad, was still palpable in the 1540’s. Through a rich, meaning-
laden metaphor, Dust Muhammad likens Ahmad Musa’s creation of this new idiom to an
act of unveiling, of removing a cloth that had obscured and concealed “depiction” (taßvÊr,
depicting and depiction2 ). But the metaphor steadfastly retains its ambiguity when one
attempts to connect the textual account and the painted image. Did Ahmad Musa, this
painter with a prophet’s name,3 merely uncover what was there all along by perfecting and
refining some aspect of technique, of composition, of drawing, or of applying paint? Or is
his act as revolutionary as we are made to think on first reading Dust Muhammad’s pref-
ace?

Answers do not come readily from the narrative. Dust Muhammad lays out his chronol-
ogy of painting with a broad brush, noting the passage of time and the visual traditions of
the Cathayans and the Franks (i.e., the Chinese and the Europeans), without the slightest
reference to painting’s early history in Iran or for that matter in the Arab world. He rushes
to make the connection between Ahmad Musa and the Safavid tradition, neglecting to
mention, even as an aside, the century of book painting practiced throughout Iraq and in
western Iran, despite the illustrated books and fragmentary paintings, datable to between
the middle of the thirteenth century and the early fourteenth that were stored in the Timurid
and Safavid libraries. We begin to sense an exclusionary view of visual history, and so we
return to Dust Muhammad’s words, “the depiction that is now current was invented by
him.”

For Bahram Mirza’s album, Dust Muhammad selected a series of paintings depicting
events and places in the Prophet Muhammad’s Mi #r§j (Night Journey), the story of
Muhammad’s ascension from Jerusalem through the seven heavens to the throne of God.4

1 DÊgar rasm-i ßårat-s§zÊ dar diy§r-i khaã§"Ê va dar diy§r-i farang ba-§b va rang shud t§ §n ki #uã§rid-i tÊz qalam nish§n-
i salãanat ba-ism-i Sulã§n Abå Sa#Êd Khud§ybanda marqåm s§kht Ust§d AÈmad Mås§ ki sh§gird-i pidar-i khud ast parda
gush§"Ê-yi chihra-yi taßvÊr shud va taßvÊrÊ ki È§l§ mutad§vil ast å ikhtir§# kard.

2 The term taßvÊr does not distinguish between drawing and painting as modes of depiction or processes of
depicting. The distinction is only made in specific references to materials or techniques in written sources.
Moreover, context must be relied upon to determine whether it is being used as a noun or as a verbal noun.

3 Mås§= Moses.
4 For general scholarship on the mi#r§j and illustrated Mi#r§j-n§mas, see Marie-Rose Séguy, The Miraculous
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Dust Muhammad ascribed many of the Mi#r§j paintings in the album to Ahmad Musa (figs.
1–3) placing the attributions written in polychrome or gold nasta#lÊq on them,5 and arrang-
ing the paintings at intervals throughout the album’s 149 folios. Just as Muhammad jour-
neys from Jerusalem through the heavens, so the paintings journey through the folios of
the album. In the album the paintings attributed to Ahmad Musa represent what Dust
Muhammad thought of as the origin of a tradition which would reach its culmination in
the Safavid period. It is only possible, perhaps, to understand his perceived visual affinity,
his history of art which links present to past through style, by examining the formal as-
pects of Ahmad Musa’s paintings, including their composition and format, spatial construction,
quality of line, and handling of pigment. Such a stylistic affinity is suggested by Dust
Muhammad’s placement of paintings by Ahmad Musa and the Safavid-period artist Ustad
Dust on the two surfaces of a single folio (figs. 4–5 and 6).6 Their proximity allows for easy
comparison.

In composing the preface and selecting the album’s contents, Dust Muhammad presumably
ignored all those pictorial traditions for which he could see no connection to the Safavid
style. Hence the album includes no paintings before Ahmad Musa’s time and no examples
from the illustrated books of Arabic literary culture. Its corpus of calligraphies is equally
selective. It contains calligraphies in nasta#lÊq but very few examples in any of the six scripts,
despite the fact that Dust Muhammad describes this canon of practitioners and history in
his preface.7 Examples of nasta#lÊq begin with specimens by Ja#far al-Tabrizi and Azhar,
whose combined period of activity spanned the first half of the fifteenth century. Next comes
a calligraphic exercise (mufrad§t) signed by Shah Mahmud (fol. 32b) out of chronological
order.8 Shah Mahmud writes in his signature that his nasta#lÊq followed the method (ãarÊqa)
of the “inventor of the archetype” (v§îi# al-aßl) Mir #Ali Tabrizi and of “the second inven-
tor” (mukhãari# al-s§nÊ), Ja#far al-Tabrizi. The inventors are present through Shah Mahmud’s
exercise in emulation. Subsequent examples of nasta#lÊq calligraphies in Bahram Mirza’s album
illustrate the script’s history through the examples of some of its leading exponents from
the fifteenth century to the contemporary nasta#lÊq calligraphers of Dust Muhammad’s time,
many of whom he mentions in his preface.

By his selection of examples from the works of artists and calligraphers and by his writ-
ing of a history, Dust Muhammad evinces a singular view and seeks to advance specific
claims, although what they are remains somewhat elusive. The example of Ahmad Musa

Journey of Mahomet: Mirâj Nâmeh (New York: George Braziller, 1977); and Richard Ettinghausen, “Persian As-
cension Miniatures of the Fourteenth Century,” Accademia Nazionale dei Lincei (Rome, 1957), pp. 360–83.

5 Paintings with attributions appear on fols. 31b, 42a, 61b, and 121a; paintings without attributions occur
on fols. 42b, 61a, 62a, and 107a.

6 TSK H. 2154, fol. 121a–b. Adle identified Ustad Dust as either Dust Musavvir or Dust Divana and not
the Dust Muhammad who composed the preface (Adle, “Les Artistes nommés Dust-MoÈammad,” esp. 264-
67).

7 Specimens in the six scripts were available to Dust Muhammad. In fact, an entire album devoted to this
canon of scripts and its major calligraphers was assembled for Bahram Mirza. The album, TSK B. 410, is in
Istanbul. For a discussion of the album and its relationship to the album assembled by Dust Muhammad in
1544–45 (TSK H. 2154), see David J. Roxburgh, “Bahram Mirza and His Collections,” in Safavid Art and
Architecture, ed. Sheila R. Canby (London: British Museum Press, forthcoming).

8 The calligraphies are arranged according to relative chronological order from the fourteenth through
sixteenth centuries. If calligraphies are out of order it was done deliberately to stress specific formal affinities
and pedagogical filiations between calligraphers in the chain of practice.
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and his connection to the Safavid tradition offers one caveat against treating Dust
Muhammad’s preface as a normative history of art that can stand alone, above and be-
yond its author’s particular aesthetic constructs and historical conceptions.

Early in the twentieth century the preface attained the status of master narrative and
the materials which preoccupy the historian of art today are still structured according to
Dust Muhammad’s model. The absence of a critical analysis of this preface has resulted in
its reproduction time after time in modern art history—Dust Muhammad’s skeletal frame-
work of patron and practitioner has simply been fleshed out and matched to the corpus of
extant manuscripts.9 It is important to state that Dust Muhammad’s narrative represents
his view, although some of what he says—for instance, credit given to particular practi-
tioners for inventing a technique or script,10 or specific master-student relationships—can
be found in other examples. Ironically, comparison of his preface to nearly contemporary
examples only brings out its very singularity, calling into question its reception and status
as a normative history of art, but this is not entirely surprising given that his preface was
the only preface available to scholars for quite a number of years. Its similarities to the
late Timurid and Safavid prefaces are structural, thematic, and linguistic. It is also like other
album prefaces at an epistemological level, in its comprehension of history in terms of a
chain of practitioners.

Concerns particular to Dust Muhammad’s preface are both in degree and in kind. In
degree, his preface exhibits one feature shared by others—for example, those by Malik
Daylami and Mir Sayyid Ahmad (for Amir Ghayb Beg’s album)—that is, a concern with
outlining an art tradition that would explain in a form of stylistic causality the outcome of
contemporary Safavid aesthetics and practices by referring to its predecessors. This stylis-
tic history was continuous within the limits of depiction first established by Ahmad Musa.
Refinements were made to his system as a series of perfections within a universe, whose
limits, terms, and values Ahmad Musa had already defined, and hence the process might
be considered essentially conservative and not revolutionary. Such a conception of a his-
tory of depiction and the notion of a progress of perfection find parallels in both the prac-
tice and history of calligraphy and poetry. The impetus to explain the place of Safavid art
and its practitioners in terms of their precursors finds parallels elsewhere, but the special
resonance of Dust Muhammad’s preface lies in his selection of materials assembled in Bahram
Mirza’s album. The album’s contents and its preface work together to shape a history of
art in which particular practitioners were featured. Certain lines of artistic transmission
were privileged over others just as certain materials from both past and present were in-
cluded and others excluded from the album. In Bahram Mirza’s album, transmission be-
comes a subject that is described in the text and illustrated through a sequence of exam-

9 The only modifications to Dust Muhammad’s text are taxonomic. ÇaÅman, TanÌndÌ, and Rogers redate
the paintings by Ahmad Musa, for example, to a later period (ca. 1360–70) on the basis of their stylistic fea-
tures, thereby altering Dust Muhammad’s chronology (see ÇaÅman and TanÌndÌ, The TopkapÌ Saray Museum,
trans., ed. and expanded by Rogers, pp. 69–70). Dust Muhammad’s coverage which focused on courtly pro-
duction has been expanded in modern scholarship by the analysis of the regional production of books and
paintings—for example, the development of the Turkmen tradition under the Qaraqoyunlu and Aqqoyunlu
dynasties, production in such regional courts as Gilan, and the so-called commercial production of Shiraz in
the sixteenth century. Dust Muhammad is either silent about these practices or gives them cursory treatment.

10 For example, several preface writers credit #Ali b. Abi Talib with the invention of illumination and Mir
#Ali Tabrizi as the creator of nasta#lÊq.
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ples. Of many examples, one can cite a black-ink drawing ascribed by Dust Muhammad
to Shah Muzaffar, an artist contemporary to Bihzad (fig. 7) and praised by such figures as
Muhammad Haydar Dughlat and Babur.11 Shah Muzaffar’s drawing depicts the Prophet
Muhammad riding on Buraq and attended by the angel Gabriel, a composition whose ico-
nography is shaped by the Mi#r§j-n§ma. It is unlike any attributed to Ahmad Musa in the
album, but the features of Shah Muzaffar’s figures and its elements are derived from four-
teenth-century models, which he has recombined. The line technique is also characteristic
of fourteenth-century drawings.12 Examples like this drawing by Shah Muzaffar established
connections between individual works within the album, producing chains of interconnected
examples that inferred a history of art.

But it is in its contents that Dust Muhammad’s preface is truly unusual. In contrast to
other preface writers, Dust Muhammad fully exploited the preface’s inherent openness of
structure to insert stories and anecdotes into a dominant historical narrative centered on
transmission. In doing so, he relies on two forms of narrative for its emplotment: first, the
dominant structure of transmission between master and student (suggesting the passage of
time by a chronology implied through relation); and second, a less commonly used form
that employs the sequencing of stories, each one of them functioning as a discrete moment.
Stories are embedded within stories.

Dust Muhammad’s careful incorporation of anecdotes and their inflection and sequencing
seem to have been designed to advance particular claims in accordance with specific au-
thorial concerns; they acquired meaning, legibility, and coherence through the sequence
of the preface’s storytelling elements in conjunction with well known cultural references
and stories not in the preface. In Dust Muhammad’s references to the history of depiction,
what seems at stake is not merely the desire to legitimate depiction, a goal that is immedi-
ately apparent from the very first reading of the text,13 but also to define the role of im-
ages and perhaps to distinguish specific forms of depiction over others (e.g., optical-natu-
ralism/non-optical-naturalism),14 and to signal distinctions between the picture-making tra-

11 The drawing is on fol. 40b. The illuminated ascription reads: k§r-i n§dir al-#aßrÊ Ust§d Sh§h Muíaffar siy§h
qalam-i naqq§sh-i khur§s§nÊ (“work of the rarity of the age master Shah Muzaffar. Black pen [drawing] of the
Khurasani artist”). For more examples of self-referencing through repeated types and models, see Roxburgh,
“Kamal al-Din Bihzad and Authorship,” esp. figs. 7 and 8, 9, and 10. It is also possible that siy§h qalam is part
of the artist’s name. The same epithet was attached to an artist named Muhammad (the famous Muhammad
Siyah Qalam), many of whose works are mounted in two of the Istanbul albums (TSK, H. 2153 and H. 2160).

12 A feature, in combination with other stylistic elements (e.g., the treatment of drapery) which has led
one scholar to question Dust Muhammad’s attribution; see Soudavar, Art of the Persian Courts, p. 95. In n. 38,
Soudavar qualifies the rejection, “These two drawings are so removed from the Her§t style of the 1470’s and
1480’s, that, unless, Sh§h-Mozaffar was copying earlier subjects, the attribution to him must be disregarded.
If they are copies of earlier subjects, then they are difficult to accept as representative of his painting style”
(p. 123).

13 Soudavar quickly summarizes this major aspect of Dust Muhammad’s preface but only through the linkage
forged between depiction and #Ali b. Abi Talib’s practice of illuminating Korans (Soudavar, “Between the
Safavids and the Mughals,” p. 51).

14 The terms naturalism, realism, and mimetic have been avoided in favor of “optical naturalism” as the
sense of an image approximating the visual perception of the phenomenal world, a way to order illusion. The
term “optical naturalism” was first advanced by David Summers in The Judgement of Sense (Cambridge: Cam-
bridge University Press, 1987), p. 3. The general misuse, or misunderstanding, of the term mimesis as imita-
tion or representation is explained by Eva C. Keuls, Plato and Greek Painting (Leiden: E. J. Brill, 1978), pp. 2
and 9.
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ditions of Persia, Europe, and China. The question is how his preface produces and com-
municates this set of purposes.

Elsewhere in his preface, Dust Muhammad addresses the underlying principles of im-
age making; he alludes to the processes of visual perception and creative conception using
such phrases as “mirror of the mind” (§"Êna-yi #aql), “eye of the imagination” (dÊda-yi khiy§l),
and “page of possibility” (ßafÈa-yi imk§n). Although these oblique references cannot be taken
as an overt theory of art—for that was not a purpose of his preface—they raise critical
questions about what have been long-standing priorities in the study of Persianate paint-
ing. From reading his preface one gains a sense of a theorized organization of art, of a
distillation of creative principles and processes.

By stringing together in sequence stories about the history of depiction that appeared in
other written sources but never together, Dust Muhammad produces a narrative whose
dominant message concerns depiction and depicting, but which has many resonances. His
mythos (i.e., narrative principle)15 is the prophetic origin of depiction, the first beginnings of
a tradition of image-making continued up to his own time. As we look closer, the theme of
revelation comes to the fore again and again. He moves from unobservable “historical”
phenomena, like Daniel’s copying of the portraits in the Chest of Witnessing (ßandåq al-

shah§da), to those events that are potentially observable, and then to those that survive as a
corpus of extant works made by practitioners active from the fourteenth century onward.
Ahmad Musa inaugurates the new tradition in what might be understood as a renovatio, a
rebirth of the arts of depiction, and his style is preserved through generations of artists and
their works up to the Safavid era. Dust Muhammad’s insistent narrative of transmission,
unlike any other before or after, establishes a support for this claim.

In what follows the preface section on the history of depiction is the focus: stories from
Dust Muhammad’s preface are examined and their implications for the album proper, as
well as the subjects of patronage, aesthetics, the art tradition and its creative processes are
addressed. Propositions advanced by early scholars on the nature of depiction in Persianate
art are returned to at the chapter’s end. Thus, Dust Muhammad’s preface here serves as a
case study of interpretation and textual analysis. Three main stories form the focus: a scene
from the courtly life of the Timurid prince Baysunghur, involving his artist Khalil; the Chest
of Witnessing, a wooden box containing portraits of the prophets, created by God for Adam
and copied by Daniel; and the false prophet Mani’s “Artangi Tablet” (lawÈ-i artangÊ). The
order of the three stories has been rearranged here. The Baysunghur and Amir Khalil
anecdote comes third in the preface but here its allegorical role of exemplarity is empha-
sized and it is placed first to highlight that theme, although, like the other two stories, it
operates as an illustrative event in the history of depiction.

What is at stake in this analysis of Dust Muhammad’s preface? In the introduction it
served as an example to highlight scholarly approaches to prefaces generally; the observa-
tions made were also valid for other prefaces and art historiographic texts of the Persianate
literary tradition. Two interconnected observations emerged from that discussion. The first
was that the language and structure of the preface had not been examined; the second was
that the preface was not scrutinized closely, an unusual lacuna in scholarship given that

15 Northrop Frye, “History and Myth in the Bible,” in The Literature of Fact: Selected Papers from the English
Institute, ed. Angus Fletcher (New York: Columbia University Press, 1976), pp. 1–19, esp. p. 7.
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most scholars agree that the content of Dust Muhammad’s preface is particularly remark-
able. Its turns of phrase and figures of speech were thought to be hackneyed (and incapa-
ble of signifying anything other than their life as literary devices), and the narrative con-
tent of its stories were considered topoi, the product of pure rhetoric, and never taken se-
riously.16 Without thoroughgoing analysis of the preface, its immediate meaning—viz. the
licitness of depiction—and rationale—a justification for depiction and explanation of Safavid
art in the present—came across to some scholars as somewhat flimsy, perhaps even as anach-
ronistic. One of the objectives here is to explain the construction of meanings and the lay-
ers of reference at work in the preface and to show how Dust Muhammad reinflected spe-
cific metaphors and stories current in other written sources.

Yet another point is important to make despite the fact that it does not involve an ex-
plicit criticism in the scholarship. It concerns the role performed by these stories and
anecdotes in the prefaces that come across as mythical and legendary17 when measured
against the standards of modern historical writing, whose beginnings can be located in late-
eighteenth-century Europe and which define our response to pre-modern historical forma-
tions.18 To explore this subject a detailed study of Persian historiography—at present sorely
lacking for the later periods19—would be required, but one would do well to begin with

16 For a review of this fate of metaphor, tropes, and figural language, see Paul de Man “The Epistemology
of Metaphor,” in On Metaphor, ed. Sheldon Sacks (Chicago and London: University of Chicago Press, 1978),
pp. 11–28. Meisami has shown the power of the trope in Persian literature and how the metaphor transcends
itself by becoming allegory, a powerful device for human comprehension (Medieval Persian Court Poetry, p. 38).

17 For example, Porter speaks of “a mythology of the Persian painter that begins with Adam, continues
with Mani, and includes even #Ali b. Abi Talib” (Yves Porter, “From the ‘Theory of the Two Qalams’ to the
‘Seven Principles of Painting’: Theory, Terminology, and Practice in Persian Classical Painting,” Muqarnas
17 [2000]: 109–18; esp. 110). Some scholars dispute the accuracy of the facts, even in a text like Vasifi’s Bad§"i#
al-vaq§"i#, catagorized as a memoir, because of its figurative language (Pistoso, “A Taste for Ambiguity,” p.
167). Pistoso goes so far as to describe it as a “work of fiction.” Scholars of other art historiographic tradi-
tions encounter similar problems regarding the rhetorical dimension of texts and the role of stories in them.
Barolsky discusses these problems through a study of Vasari’s Lives, referring to Pater’s concept of “historical
verisimilitude.” He concludes that by dismissing such stories we fail “to comprehend the very poetry of his-
torical imagination” and the role of poetry and literature in “the formation of what we might call historical
vision” (Paul Barolsky, “Vasari and the Historical Imagination,” Word and Image 15, 3 [July–Sept. 1999]: 286–
91). Baxandall (“Doing Justice to Vasari,” p. 111) makes an insightful remark that uncovers one of the differ-
ences of practice between the modern art historian and a writer such as Vasari: “. . . of course, we are too
shy to use many of Vasari’s tricks: one really cannot operate with critico-mythic anecdotes and moralistic
tangents nowadays and keep one’s job. The point, I think, is rather that such things direct us to some areas
of artistic meaning that we are neglecting to address at all.”

18 The nineteenth-century development can be understood as an attempt to come to grips with the liter-
ary and rhetorical dimensions of historical writing, a debate located in Aristotle’s Poetics. Aristotle grouped
history under rhetoric without prescribing particular methods or criteria for the historian. For the survival of
classical rhetoric into the Middle Ages, see Partner, “The New Corfinicius,” esp. pp. 9–10. In the nineteenth
century “history came to be set over fiction” and the “dream of a historical discourse that would consist of
nothing but factually accurate statements about a realm of events which were observable in principle” came
to pass (Hayden White, “Fictions of Factual Representation,” in The Literature of Fact: Selected Papers from the
English Institute, ed. Angus Fletcher [New York: Columbia University Press, 1976], pp. 21–44, esp. p. 25). A
breathtaking study of changes in historical writing and theory during the nineteenth century is also by Hayden
White, Metahistory: The Historical Imagination in Nineteenth-Century Europe (Baltimore: Johns Hopkins University
Press, 1973).

19 The same cannot be said of Arabic sources, where the study of historiography has produced such land-
marks as Rosenthal, A History of Muslim Historiography; and recent refinements, for example, Khalidi, Arabic
Historical Thought in the Classical Period, and Tayyeb El-Hibri, Reinterpreting Islamic Historiography: H§rån al-RashÊd
and the Narrative of the #Abb§sid Caliphate (Cambridge: Cambridge University Press, 1999). The systematic study
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Mirkhvand’s universal history Rawîat al-ßaf§" which moves seamlessly from the dawn of
creation to the late fifteenth century. In composing his history, Mirkhvand applied rigor-
ous standards to his sources in order to determine their veracity. In the preface he writes:

If, however, some foolish opponent, taking into account the repetitions and amplifications which
sometimes occur in the noble proofs and eloquent style of this science, should assert that his-
tory, for the most part, consists of fictions {muftaray§t}, contradictions {mawîå#§t}, and ancient
romances {as§ãÊr}, and is therefore unworthy of attention; besides, that discrimination becomes
almost impossible when truth {ßidq} and falsehood {kizb}, rubbish and pearls, right {ßav§b}
and wrong {khaã§"} are mixed up together, so that consequently no advantage can be con-
nected with the study; such doubts may be removed in the following manner.20

Mirkhvand explains that past writers were concerned to “record truths and not falsehoods”;21

he then outlines a list of qualities required for the historian, and ends with Arab and Per-
sian historians and traditionists whose works he consulted. He also notes that the KalÊla wa

Dimna, Ibn al-Muqaffa#’s book of didactic tales centered on the actions of two jackals (named
Kalila and Dimna), was a work of “invention and imagination, yet the authors and read-
ers, although none of the stories recorded had ever occurred, firmly believe them to be
pregnant with incalculable benefits and advantages.”22 Thus, Mirkhvand distinguishes not
only truth from falsehood but also fact from fiction.

Before his explication of method, Mirkhvand describes the numerous advantages (ten
categories in all) of history, including obtaining knowledge about the world and its affairs
through reflection and sensation; distinguishing truth from falsehood; acquiring perfection
through reflection on occurrences; the exemplarity of men’s past actions; and the rewards
of virtuous behavior.23 Clearly many of these benefits could be derived from reading sto-
ries whose actual occurrence was in question, like the didactic KalÊla wa Dimna.

In introducing his “historical” stories and anecdotes, Dust Muhammad refers only ob-
liquely to his sources, identifying none by name, but relying on such phrases as “books of
the great” (kutub-i ak§bir) or “they relate” (§varda and). But there is no reason to suppose
that Dust Muhammad applied a different standard to the selection of his sources; and at
any rate, several of them were culled from Mirkhvand’s history and had already been sub-
jected to the historian’s stringent review. Indeed, some stories were incorporated into mor-
alizing poetic works like Nizami’s Khamsa, a literary vehicle which allowed for a fuller de-
velopment of didactic content, and these are sources to which Dust Muhammad also re-
fers. Although there is no reason to question the factual occurrence of the stories and anec-
dotes—whether they occurred in prehistoric or historical time—it is their moralizing con-
tent that Dust Muhammad emphasizes. A historical dimension locates interest and signifi-
cance in a pattern of events—unique, repeated, or continued—recorded in the preface through

of Persian historiography is a new field of inquiry. See, for example, Julie Scott Meisami, Persian Historiography
to the End of the Twelfth Century (Edinburgh: Edinburgh University Press, 1999).

20 MÊrkhv§nd, Rawîat al-ßaf§", 1:14; trans. in Shea, History of the Kings of Persia, pp. 33–34.
21 A related answer to the problem of verifying events which one did not observe is offered by al-Ghazali.

His notion of taw§tur (lit. recurrence), based the reliability of reports on their repetition by either speech or in
written form. See Bernard Weiss, “Knowledge of the Past: Theory of Taw§tur According to al-Ghaz§lÊ,” Studia
Islamica 61 (1985): 81–106; 89.

22 MÊrkhv§nd, Rawîat al-ßaf§", 1:14–15; trans. in Shea, History of the Kings of Persia, p. 35.
23 Ibid., 1:10–13; trans. in Shea, History of the Kings of Persia, pp. 23–31.
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a series of stories. The preface achieves coherence, not at the level of words in sequence,
or even in the stringing together of successive stories, but through metaphorical references
that occur across the preface’s frame, hence a form of coherence through thematic corre-
spondence in which creation and the anagogic dominate.24 Allusions function across a body
of interrelated stories, existing inside the prefatory frame and pointing outside it, each story
referencing the other by substitution and repetition.25

BAYSUNGHUR AND AMIR KHALIL: PATRON AND PAINTER

After sketching a history of painting and illumination from its prophetic beginnings, Dust
Muhammad suspends his biographically structured narrative—an alternation between pa-
trons and artists—in the time of Prince Baysunghur b. Shahrukh b. Timur (1397–1433).
He opens with a description of a manuscript commissioned by Baysunghur for which the
prince enlisted the talent of various practitioners from Tabriz: Sidi Ahmad the artist (naqq§sh),
Khvaja #Ali the painter (mußavvir), and Ustad Qivam al-Din Tabrizi the bookbinder (mujallid).
The book was to follow a specific model, an anthology ( jung) made for the Jalayirid Sultan
Ahmad b. Shaykh Uvays (r. 1382–1420), in its format, size, and the placement of its illus-
trations.26 Two other artists engaged in the book project were the calligrapher Farid al-
Din Ja#far, otherwise known as Ja#far al-Tabrizi, and the painter Amir Khalil who worked
on the anthology’s decoration and painting (tazyÊn va taßvÊr).

Dust Muhammad then moves seamlessly into a statement about Amir Khalil’s achieve-
ment in painting. “At that time,” he was considered without “equal in fortune and alone
and incomparable in his style.”27 Amir Khalil became the focus of Baysunghur’s patron-
age to such a degree that others became jealous. Before returning to the progress of
Baysunghur’s anthology project, a long anecdote about an event at Baysunghur’s court follows
in which Amir Khalil figures prominently. The setting is a garden and the players include
Baysunghur, Amir Khalil, boon companions, attendants, and servants (khuddam va Èushsham

va s§kin§n). Hinting at the intimacy and relaxed protocol of the courtly gathering (majlis),

24 The question of unity/disunity, structure, and formal coherence has preoccupied literary historians of
the Arabic and Persian traditions. Among the studies are Andras Hamori, “Did Medieval Readers Make Sense
of Form?: Notes on a Passage of Al-Isk§fÊ,” in In Quest of an Islamic Humanism: Arabic and Islamic Studies in Memory
of Mohamed al-Nowaihi, ed. A. H. Green (Cairo: AUC Press, 1983), pp. 39–47; Clinton, “Esthetics by Implica-
tion,” pp. 73–96; J. Christoph Bürgel, “‘Speech Is a Ship and Meaning the Sea’: Some Formal Aspects in the
Ghazal Poetry of RåmÊ,” in Poetry and Mysticism in Islam, ed. Amin Banani, Richard Hovannisian, and Georges
Sabagh (Cambridge: Cambridge University Press, 1994), pp. 44–69; and Julie Scott Meisami, “Persona and
Generic Conventions in Medieval Persian Lyric,” Comparative Criticism 12 (1990): 125–51.

The self-reinforcing aspect of what Waldman (“Semiotics and Historical Narrative,” pp. 167–88) calls “fictional
narratives” has already been noted though her criticism that Hayden White and others had failed to provide
a “conceptual framework that can relate the internal self-reinforcing structure of language to the objects in
the world to which it seems to refer” is not wholly correct. See White, “Fictions of Factual Representation,”
pp. 21–44.

25 Many of the same forms of interpretation—tropological, anagogical, and allegorical—were prevalent in
the European Middle Ages. See Jesse M. Gellrich, The Idea of the Book in the Middle Ages: Language Theory, My-
thology, and Fiction (Ithaca and London: Cornell University Press, 1985), p. 32.

26 qaã# va masãar va mav§îi#-i taßvÊr ba-#aynh§.
27 dar §n vaqt bÊ badal-i zam§na va dar ãarÊq-i khud vaÈÊd va yag§na båd.
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which took place in the evening,28 Amir Khalil came sufficiently close to Baysunghur to
cut the prince’s forehead accidentally. Fearing the consequences, Amir Khalil fled to the
safety of the Chihil Sutun palace. Baysunghur’s first move was to close off all entrances
and exit through the garden to prevent his mother from hearing about the accident. Of
great interest here is Baysunghur’s concern that his mother, Gawhar Shad, would inter-
vene in deciding Amir Khalil’s fate, anticipated to be a decision unfavorable to the painter.

Baysunghur’s next act was to order a search for Amir Khalil; since it was night, torches
and lanterns were lit to aid in his discovery. Before too long it was determined that he had
locked himself in the Chihil Sutun. As yet another sign of Baysunghur’s affection for the
painter, the door was not knocked down, a dramatic act that would probably have terri-
fied the palace’s occupant. Instead Baysunghur came to the palace door, Amir Khalil opened
it and prostrated himself before the prince to beg for his mercy. Words of forgiveness would
not suffice; a ceremony of gift giving was required to reinstate Amir Khalil fully in the
“paradisiacal assembly” (majlis-i bihisht §"Ên). A poem praising Baysunghur as a “manifesta-
tion of God’s clemency and benevolence” (maíhar-i Èilm va luãf-i khud§y) concludes the
anecdote. The section of the text that deals with the Timurid prince, his book project, and
the artistic personality of Amir Khalil is finally brought to a close with Baysunghur’s death.

Continuity of patronage is effected through #Ala" al-Dawla Mirza, Baysunghur’s son, who
brings the anthology to completion.29 #Ala" al-Dawla Mirza calls for the assistance of Khvaja
Ghiyas al-Din Pir Ahmad Zarkub, a painter working in Tabriz. The patronage of a son
who takes on his father’s unfinished projects is paralleled by an artistic one. When the
anthology is finished, Amir Khalil examined those paintings touched up and executed by
Khvaja Ghiyas al-Din Pir Ahmad Zarkub and declares that he will abandon depiction.
Dust Muhammad then inserts a poem that amplifies the meaning of Amir Khalil’s deci-
sion, the old giving way to a new generation:

From a wise man impartiality is best,
the wise man does not assume that boasting by him is good,

So that the portrait of the beloved appears from the invisible world,
like a mirror, the page of the pure heart is best.

(az pÊr-i khirad hamÊsha inß§f khush ast
#§qil na-barad gum§n ki-az vay l§f khush ast

t§ jilva kunad ßårat-i maãlåb zi ghayb

§"Êna ßifat safÈa-yi dil ß§f khush ast)

The second couplet expands upon the first where aspects of the old man’s virtue are pro-
claimed. In the second couplet, the image of the pure heart speaks for the man’s perfected
piety as a surface that can reflect the invisible. The invisible and the visible and the mirror
are recurring themes in Dust Muhammad’s preface.

Before bringing the reader into the latter half of the fifteenth century, and ultimately
into the “modern” period, Dust Muhammad names Ulugh Beg as the next patron of sig-
nificance. He defeated #Ala" al-Dawla Mirza and returned to Samarqand with the entire

28 ki shabÊ dar ßuÈbat-i p§dish§h ba-ãarÊq-i nuddam§ miz§ÈÊ §gh§z kard.
29 That #Ala" al-Dawla continued to support projects begun in his father’s kit§bkh§na is corroborated by an

extant Koran’s colophon in which the calligrapher, Muhammad b. Husam (a.k.a. Shams al-Baysunghuri), notes
that he started to copy the text during the reign of Baysunghur and completed it under #Ala" al-Dawla (Istan-
bul, Museum of Turkish and Islamic Art, no. K. 294, fols. 279a–80a).
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staff of the Herat library.30 Despite the capricious fortune brought about by political change,
artistic patronage and production continued.

The long section of text relating the event from Baysunghur’s court—it occupies two
full pages, a lengthy diversion considering that the entire preface is only nineteen—was
surely intended to provide Bahram Mirza with an example from the past. In the early Timurid
court princes rubbed shoulders with artists, some of whom attained the status of boon com-
panion. In the case of Amir Khalil, Baysunghur was lenient, and his choice defied the strict
protocol of what was considered suitable and just conduct, a behavior patrolled by such
figures as his mother Gawhar Shad. By his action, Baysunghur demonstrated his compas-
sion and becomes an ideal model.

The story is a powerful example of the artist’s potential status at court, and one cannot
help but detect Dust Muhammad’s admonitionary tone.31 The story serves the dual func-
tion of illustrating the enlightened patron and the place of artists at the patron’s court, offering
a mirror for the Safavid Prince Bahram Mirza. In this respect, the preface story highlights
the didactic role of the entire album through its collection of works made by practitioners
of high moral fiber. The “historical” calligraphies and paintings made the distant past a
reality for the Safavid audience.

Another kind of prescriptive historical symmetry can be drawn between Baysunghur and
Bahram Mirza through the social practice of courtly gatherings. It is in this category that
Dust Muhammad may have been more explicitly admonitionary. The Safavid sources rarely
mention courtly pastimes, and those hosted by Bahram Mirza hardly at all. The Venetian
envoy Membré, however, not only alludes to numerous evenings spent with Bahram Mirza
feasting and talking, occasions when he was invited to ßuÈbat (company, conversation, also
feast, festivity, party),32 but he recalls one such meeting in detail. Evening gatherings of
talking, eating, and drinking were accompanied by music played on a variety of instru-
ments and by the singing of a handsome young male. Listed at one gathering were ten
men of Bahram Mirza’s age or younger.33 In a second detailed recollection, Membré de-
scribes the seating arrangement and the excessive drinking that took place until after mid-
night. Some men stayed outside in a drunken slumber, and others retreated to the house

30 Dust Muhammad’s remarks have given rise to all kinds of searches through manuscripts to find a Samarqand
school, a pursuit made difficult by the almost complete absence of dated manuscripts, and indications in colophons
that manuscripts were copied in Samarqand. A summary of the problem is presented by Robinson, Fifteenth-
Century Persian Painting, chap. 3.

31 By the mid sixteenth century Baysunghur had been completely mythologized as a patron and arbiter of
culture. The official and unofficial sources, which worked together to create this image of Baysunghur, are
discussed by Thomas W. Lentz, “Painting at Herat under Baysunghur ibn Shah Rukh,” Ph.D. diss., Harvard
University, 1985, chap. 1. When Dust Muhammad composed the preface he had a variety of these stories at
his disposal; Mirkhvand’s history, Rawîat al-ßaf§", contains numerous examples. One is the famous story of
the calligrapher Mawlana Ma#ruf who was supplied paper by Baysunghur but failed to complete the task of
copying only to return the blank sheets a year later. Mawlana Ma#ruf was later implicated in Ahmad Lur’s
attempt to assassinate Shahrukh and ultimately imprisoned after several aborted trips to the gallows (MÊrkhv§nd,
Rawîat al-ßaf§", 6:692). The same story is told by Khv§ndamÊr, \abÊb al-siyar, 3:615–17. This story could have
been used by Dust Muhammad to illustrate one of the low points in the relationship between practitioner
and patron, but such a theme would hardly have served his purposes or the preface’s focus on praise and
laudable actions.

32 Membré, Mission to the Lord Sophy of Persia, trans. Morton, p. 39; for the term ßuÈbat, see ibid., p. 96.
33 Ibid., p. 39.
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of Naranji Sultan.34 Bahram Mirza’s support of literati and artists was sufficient35 and needed
no encouragement from Dust Muhammad—Bahram Mirza was a patron de facto and the
implicit comparison to Baysunghur massaged Bahram’s ego. However, his conduct may
have shown room for improvement.

Dust Muhammad also embeds a notion of bookmaking procedures during the Timurid
period into his story. Baysunghur orders artists under his charge to create a new book fol-
lowing the model of Sultan Ahmad’s anthology ( jung) in size, format, and choice of sub-
jects for illustration. Here Dust Muhammad observes the close aesthetic and formal con-
nections between discrete objects and the creative principle of referencing models from the
tradition of the arts of the book. Another aspect to the process involved the continuation
of incomplete books, Baysunghur’s anthology being the example offered in Dust Muhammad’s
preface. In fact, the idea is consistent with the physical evidence of several books that were
completed under a series of patrons and artists.36 Moreover, the visual continuity between
Jalayirid and Timurid manuscripts stressed in modern literature on Persianate painting is
confirmed by Dust Muhammad’s story about the anthology made for Baysunghur after
Sultan Ahmad’s model.

In summary, the Baysunghur and Amir Khalil story provides several examples of sym-
metry between past and present, between courtly patronage and practices, the prince’s just
behavior, and the artist’s status, while all the time arguing for continuity, that these cul-
tural standards be upheld and furthered. The anecdote is a form of temporal ricorso, or
recurring patterns in courtly practice, which uses history for the purpose of exemplarity.37

THE CHEST OF WITNESSING

Dust Muhammad begins a subsection of the preface, called “Introduction to Depictors and
Limners of the Past,”38 with the invention of depiction, and in so doing establishes the con-
nection between the decoration of Korans (zÊnat-i maß§Èif ) and design and drawing. Stat-
ing that #Ali b. Abi Talib was the first person to embellish Korans with design39 and illu-
mination (ba-naqsh va tazhÊb-i zÊnat), Dust Muhammad assimilates a line-based process (ãarÈ

34 Ibid.
35 References to the artists’ status at the Safavid court, and of Shah Tahmasp’s treatment of them in par-

ticular, are provided in chap. 2.
36 See for example, TanÌndÌ, “Additions to Illustrated Manuscripts,” pp. 147–68.
37 Emphasis should be given here to cyclicality as recurring patterns in historical time and not of history

itself; history had its beginnings in Creation and will end on the Day of Judgment. The point is made by
Meisami, Persian Historiography, p. 11. On the exemplarity of history—which Meisami has defined as an “ana-
logical method” which “treats events in the past as paradigmatic instances of recurrent situations which throw
light on the present”—see Julie Scott Meisami, “The Past in the Service of the Present: Two Views of His-
tory in Medieval Persia,” Poetics Today 14, 2 (Summer 1993): 247–75; 270. For exemplarity in later periods,
see John D. Lyons, Exemplum: The Rhetoric of Example in Early Modern France and Italy (Princeton: Princeton University
Press, 1989); and Hampton, Writing from History, esp. chap. 1. Hampton observes, “For Renaissance human-
ism, idealism is structured historically, present action and the formation of the self take shape through con-
stant glances to the past” (ibid., p. 10). The very same process occurs in the Perso-Islamicate context.

38 muqadimma-yi naqq§sh§n va muzahhib§n-i m§îÊ.
39 Dust Muhammad’s use of the term naqsh to describe #Ali b. Abi Talib’s process is ambiguous. Naqsh can

mean “painting,” but this makes no sense in the context of a Koran. He probably meant “design.”
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va raqam)40 to writing, the cause of the relationship being the instrument itself, the pen, the
best thing that God had made. By doing so he gives sanction to other masters of the “noble
craft” ( fann-i sharÊf ). According to Dust Muhammad, some pages decorated by #Ali b. Abi
Talib survived to his day and the term given to #Ali’s decorative elements was isl§mÊ. The
sequence of the preface’s separate sections underscores the conceptual and processual
connections between calligraphy and drawing (the armature of painting),41 and it main-
tains the hierarchical relationship between calligraphy and depiction, with calligraphy re-
maining the most prestigious of the visual arts.

Immediately after the reference to the embellishment of Korans, Dust Muhammad re-
lates a long story about the Chest of Witnessing, a chest containing portraits of the prophets
who came after Adam; both the container and its contents were made by God. Dust
Muhammad ultimately connects the chest of portraits to the invention of portraiture by
the prophet Daniel through the chest’s sequence of ownership.42 He introduces the story
by citing his source as the “writings of the great.” The source is, in fact, the Timurid his-
torian Muhammad b. Khvandshah b. Mahmud (known as Mirkhvand), specifically his Rawîat

al-ßaf§" (Garden of Purity), completed before 1498.43 Mirkhvand identifies his source as a

40 The term “design” (ãarÈ) also has the sense of a foundation, of a compositional component, and deline-
ation (raqam) or the act of inscribing. Both processual aspects have obvious kinships to writing.

41 For a longer discussion, see David J. Roxburgh, “The Pen of Depiction: Drawing in 15th- and 16th-
Century Iran,” Harvard University Art Museums Bulletin 8, 1 (in press).

42 Other sources are more hesitant in ascribing prophethood to Daniel. Sometimes he is regarded as a
prophet (although he is not mentioned in the Koran) or as an inspired man. See EI2, s.v. “D§niy§l” (G. Vajda).
In al-Kisa"i’s Qißaß al-anbiy§", three Daniels are mentioned: Daniel, known as Og, son of Anak and Cain; Daniel
the Wise, a contemporary of Nebuchadnezzar; and a prophet named Daniel who lived after the death of Solomon.
See Wheeler M. Thackston, trans., The Tales of the Prophets of al-Kisa"i (Boston: Twayne Publishers, 1978), pp.
251 and 320.

43 The full title of Mirkhvand’s history is Rawîat al-ßaf§" fÊ sÊrat al-anbiy§" va al-mulåk va al-khulaf§". He did
not complete it by the time of his death on 2 Zu’l-Qa#da 903 (22 June 1498). The seventh volume, a history
of the last Timurid ruler Sultan Husayn Mirza and his sons up to 1522–23, and the epilogue (kh§tima), were
completed by Mirkhvand’s grandson Khvandamir. For a summary of Mirkhvand’s life and his history, see
EI2, s.v. “MÊrkhw§nd” (A. Beveridge [Beatrice Forbes Manz]). Mirkhvand’s text is longer and describes the
chest as being large, made of wood, and gilded (ßandåqÊ buzurg az chåb va muzahhab). He lists a sequence of
prophet portraits (Adam, Nuh, Ibrahim, Muhammad, Musa, Ishaq, Ya#qub, Isma#il, Da"ud, Sulayman, and
#Isa) that had been painted on black and white silks, and he also describes their colors and features, and con-
cludes by explaining a sequence of ownership that Dust Muhammad follows exactly. For text, see MÊrkhv§nd,
Rawîat al-ßaf§", 2:55–59.

An earlier related version of the story is found in al-Akhb§r al-ãiw§l by Dinawari (d. 965). The story is re-
lated by #Abd Allah b. al-Samit who was ordered by Abu Bakr al-Siddiq to visit Constantinople during the
reign of Decinus. During an audience the emperor produced a receptacle (#atÊda) that contained many com-
partments (buyåt kathÊra), each one with a small door (b§b ßaghÊr). The emperor withdrew a dark-colored cloth/
scrap of paper (khirqa sawd§") from each compartment; portraits of the prophets were depicted on each piece
(Adam, Nuh, Muhammad, Ibrahim, Musa, Da"ud, Sulayman, #Isa). Alexander had owned the receptacle, and
it was passed on to other kings until the Byzantine emperor acquired it (AbÊ \anÊfa b. D§"åd al-DÊnawarÊ, al-
Akhb§r al-ãiw§l, ed. #Umar Faråq al-•abb§# [Beirut: SharÊkat D§r al-Arq§m, 1995], pp. 22–23). I would like
to thank Nasser Rabbat for informing me about this source.

Still another version of the story appears in #Ar§"is al-maj§lis fÊ qißaß al-anbiy§" of Tha#labi (d. 1036). For an
edition, see AÈmad b. MuÈammad Tha#labÊ, Kit§b Qißaß al-anbiy§" al-musamm§ bi’l-#ar§"is (Cairo: al-Maktaba
al-#Al§mÊya, 1929), pp. 177–79. For an analysis of Tha#labi’s book, see T. Nagel, Die Qißaß al-anbiy§": Ein Beitrag
zur arabischen Literaturgeschichte (Bonn, 1967), pp. 80–102. In Tha#labi, God sends down a box (t§båt) from heaven
to Adam. It contained portraits of the prophets among Adam’s offspring (ßuwar al-anbiy§" min awl§dihi). The
box contained a number of compartments equal to the messengers among them (wa fÊhi buyåt bi-#adad al-rusul
minhum) and the last compartment contained a portrait of Muhammad. The children of Adam inherited the
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tradition of Hisham b. Abi al-#Ass, who reported that he and one of the Quraysh had been
sent to Byzantium at the request of Siddiq (i.e., the first caliph Abu Bakr), to meet with
the Roman emperor Herakleios (575–641; r. 610–41)44 on a mission to spread Islam.

Dust Muhammad prefaces the story, “Although the masters of depiction are ashamed
before the manifest of Muslim law, nevertheless what is learned from the books of the great
is that the beginnings of this craft can be traced back to his lordship the prophet Dan-
iel,”45 and then proceeds to set it up in the same way as Mirkhvand. After Muhammad’s
death, some of his companions travel to Byzantium where they are granted an audience
with the emperor Herakleios.46 During their meeting, the emperor brings a chest before
the assembled company from which he withdraws a portrait (ßårat) of Adam. Herakleios
then continues showing them portrait after portrait until the last one, depicting the Prophet
Muhammad, moves the companions to tears, so close is it to the prophet’s likeness. Seek-
ing an explanation from the emperor about how this collection of portraits had come to
exist, Herakleios explained that Adam asked God to show him the prophets among his
progeny.47 God’s response was to create the Chest of Witnessing—so-called because it came
in evidence—containing several thousand compartments, each one of them holding a prophet’s
portrait. Dust Muhammad concludes by explaining its sequence of ownership; Alexander
(Zu’l-Qarnayn)48 took the chest from Adam’s treasury in the land of the west,49 and then it

box until Ishaq. Then it passed to Kedar (written Qayz§r), son of Ishmael, who was told that only prophets
could open the box. Kedar carried it to Canaan where he met with Ya#qub. He gave the box to Ya#qub and
ultimately it passed to Moses who put the Torah in it. Tha#labi sketches out other owners and uses of the box
until the time when angels carried it away to a place between heaven (al-sam§") and earth (al-#ar·).

44 Also Heraclius; P. Harqul; Ar. Hiraql.
45 va agar chi arb§b-i taßvÊr r§ ba-í§hir-i shar# sar-i khij§lat dar pÊsh ast amm§ anchi az kutub-i ak§bir mustaf§d mÊ-

gardad ma§l-i Ên k§r muntah§ ba-Èaîrat-i d§niy§l-i payghambar mÊ-shåd.
46 In Mirkhvand’s text the companions travel first to Damascus and then to “Caesar’s capital” (ba-d§r al-

mulk-i qayßar), possibly a reference to Constantinople (MÊrkhv§nd, Rawîat al-ßaf§", 2:55). The references to
Damascus and “Caesar’s capital” perhaps derive from historical events, namely, the Byzantine loss of Da-
mascus to the Arab armies, dated by Tabari to the year 14 in Rajab (21 August–19 September 635) (see •abarÊ,
The History of al-•abarÊ, vol. 11, The Challenge to the Empires, trans. Khalid Yahya Blankinship [Albany: State
University of New York Press, 1993], p. 161). Herakleios returned to Constantinople from al-Ruha" in either
15 (636–37) or 16 (637–38) (see •abarÊ, The History of al-•abarÊ, vol. 12, The Battle of al-Q§disiyyah and the Con-
quest of Syria and Palestine, trans. Yohann Friedmann [Albany: State University of New York Press, 1992], pp.
181–82). Theophanes’ chronicle mentions the same events. He dates Herakleios’s entry into Jerusalem to 628–
29 when the emperor restores the “precious and lifegiving wood,” presumably the True Cross; in 633–34, he
removes the “precious wood” from Jerusalem and sends it to Constantinople; in 634–35, the Saracens take
Damascus; and in 640–41, Herakleios dies. See Theophanes, The Chronicle of Theophanes: An English Translation
of Anni Mundi 6095–6305 (A.D. 602–813), introduction and notes by Harry Turtledove (Philadelphia: Univer-
sity of Pennsylvania Press, 1982), pp. 30, 37, 38, and 40.

47 Harqul guft ki Èaîrat-i Adam-i ßafÊ az k§rg§h-i bÊ-niy§z istid#§-yi liq§"-yi anbÊy§"-yi awl§d-i khud namåd ban§b§r§n
istid#§ kh§liq-i ashy§" ßandåqÊ firist§d mushtamil bar chand hiz§r kh§na va dar har kh§na-yi §n ÈarÊr p§ra ßårat-i yakÊ az
anbiy§" nish§na va chun §n ßandåq ba-shah§dat §mad §nr§ ßandåq al-shah§da mÊ-guftand.

48 Some commentators of the Koran identify Zu’l-Qarnayn (“the two-horned”) with Alexander of Macedon
and others with earlier kings. On the problems associated with the identification, see Anonymous, Iskandarnama:
A Persian Medieval Alexander-Romance, trans. Minoo S. Southgate, Persian Heritage Series 31, ed. Ehsan Yarshater
(New York: Columbia University Press, 1987), app. 3, “Dhul-Qarnain and Alexander,” pp. 196–98; Rachel
Milstein, Karin Rührdanz, and Barbara Schmitz, Stories of the Prophets: Illustrated Manuscripts of Qißaß al-Anbiy§"
(Costa Mesa, Calif.: Mazda, 1999), p. 148; and Al-Qur"§n, a contemporary translation by Ahmed #Ali (Princeton:
Princeton University Press, 1984), p. 259, n. 2.

49 The location of the chest is associated with the legend of Alexander’s journey to the place where the
sun sets (or the place of darkness); Alexander also made a journey to the place where the sun rises. The two
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passed to Daniel who made copies of the portraits with his miraculous brush/pen.50 Dan-
iel’s copies were those owned by the Byzantine emperor.51

One aspect of the story is conversion, a theme of the role or value of images that is picked
up again in Dust Muhammad’s relation of the story about the false prophet Mani’s painted
silk, the Artangi Tablet. In Byzantium, the emperor Herakleios participates in an exercise
that proves the validity of Islam, for the sequence of portraits ends with Muhammad, the
seal of the prophets.52 The painted portraits on silk, made by God at the beginning of creation,
constituted a visual genealogy of prophethood, tracing its lineage from the first man to
Muhammad. The sequence of images made by God showed His preordainment of Islam’s
succession to the Jewish and Christian religions. The Prophet Muhammad’s companions
act as witnesses, their responses to the painted image confirming its accurate depiction of
Muhammad, and hence, his prophetic office and the mission of Islam.

More problematic from the standpoint of hermeneutics is the potential significance of
the Chest of Witnessing as a relic and whether such a reading would have occurred to a
Safavid audience—after all, Dust Muhammad identifies the chest by the term reserved in
Mirkhvand for the Ark of the Covenant, also a container of revealed truth. It is not insig-
nificant that (in Dust Muhammad’s telling of the story) the chest begins in limbo, recov-
ered by Alexander from Adam’s treasury in the extreme western reaches of his travels.
Alexander is also renowned for his quest for the Holy Grail and for being a destroyer of
idols who helped to restore monotheism.53 His various missions are outlined in Nizami’s
Iqb§l-n§ma, one of two poems treating the deeds of Alexander by the poet in the Khamsa. In
Dust Muhammad’s preface, Daniel then acquires the chest from Alexander and he makes
copies of the portraits on silk. As a relic made by God and owned by prophets and kings,
the chest somehow ends up in Byzantine Constantinople, where it is preserved. Its full sig-

journeys are usually mentioned in histories which include accounts of Alexander’s life and journeys. The ur-
source is the Koran which mentions the journey of Alexander (Zu’l-Qarnayn) to the rising and setting places
of the sun (Koran 18:83–101). Such stories were elaborated in the Qißaß al-anbiy§". The rationale for Alexan-
der’s journeys to the far east and west is explained in some sources as having the objective of destroying pa-
gan temples (see Milstein, Rührdanz, and Schmitz, Stories of the Prophets, p. 148). The Alexander in Nizami’s
Khamsa, for example, is a destroyer of Zoroastrian fire temples (see Johann Christoph Bürgel, “Conquérant,
Philosophe, et Prophète: L’image d’Alexandre le Grand dans l’épopée de Neíâmi,” in Pand-o Sokhan, ed.
Christophe Balay, Claire Kappler, and ¥iva Vesel [Tehran: Institut Français de Recherche en Iran, 1995],
pp. 65–78, 68).

50 The chronological sequence of Adam, Alexander, and Daniel depends on the identification of Alexan-
der. Given that many Muslim commentators considered Alexander (Zu’l-Qarnayn) to be a contemporary of
Abraham, it is entirely plausible (see •abarÊ, The History of al-•abarÊ, vol. 2, Prophets and Patriarchs, trans. William
M. Brinner [Albany: State University of New York Press, 1987], p. 23, n. 74). But such internal contradic-
tions may have been of no concern to Dust Muhammad.

51 va az §n-zam§n b§z silsila-yi taßvÊr dar taht-i Ên qubba-yi l§jvardÊ dar Èarakat §mad va §n ßårat mis§l ki raqam dÊda-
yi qalam-i Èaîrat D§niy§l båd.

52 Other traditions accord Herakleios a different relationship to Islam and Muhammad’s revelation. In
one tradition, Muhammad writes four letters to the kings of the world and of them Herakleios (Qayßar) is the
only one to embrace Islam (see al-RaghbåzÊ, The Stories of the Prophets. Qißaß al-Anbiy§": An Eastern Turkish Ver-
sion, trans. H. E. Boeschoten, J. O’Kane and M. Vandamme, 2 vols. [Leiden, New York, Cologne: E. J. Brill,
1995], 2:656; and Abå IsÈaq Ibr§hÊm b. Manßår b. Khalaf al-NÊsh§pårÊ, Qißaß al-anbiy§", ed. \abÊb Yaghm§"Ê
[Tehran: Bungah-i Tarjama va Nashr-i Kit§b, 1359/1980], p. 444). Variants of this tradition say that Herakleios
was frightened of his nation. In fact, there was a widespread belief that Herakleios had secretly converted to
Islam.

53 Bürgel, “Conquérant, Philosophe, et Prophète,” p. 72.
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nificance is not understood until the arrival of the companions of the Prophet Muhammad.
Unexplained in the preface is the fate of the original chest and its portraits, presumably in
occultation, as that copy faithfully made by Daniel but lost to Islam performs a crucial
role in Christian Constantinople. Without this primal, God-sanctioned collection of im-
ages, knowledge of the truth and of the validity of image making was lost to Islam.54

Dust Muhammad concludes the Chest of Witnessing story by stating that portraiture had
continued since that time: “Unquestionably depiction is not without noble lineage,55 and
because of this the painter’s mind need not be scratched by the thorn of despair.”56 His
concluding statement alludes to the long-standing interdiction in Muslim religious tradi-
tion against the making of images, specifically against their use as idols.57 The strategic use
of the Chest of Witnessing story, nuanced by Dust Muhammad to lend it a charge slightly
different from Mirkhvand’s version, reveals his concern for making figural depiction licit
by tracing the genre’s prophetic origins to Daniel.58 The origin of the Safavid tradition lay
in the visual shift of Ahmad Musa.

MANI’S ARTANGI TABLET

After the conclusion of the Chest of Witnessing story, Dust Muhammad turns to Mani,
founder of Manichaeism, false prophet and painter of extraordinary skill. Numerous sto-
ries about Mani were in circulation, the principal sources being Nizami’s Khamsa and Sa#di’s

54 The stories included in Dust Muhammad’s preface and many of the wider concepts related to image
and aesthetics have exciting parallels to discourses developed in Christianity, both in Byzantium and the medieval
West. Exploring these cross-cultural/intra-cultural connections extends well beyond the limit of this book,
but one study that would serve as a beginning is Sydney H. Griffith, “Theodore Abå Qurrah’s Arabic Tract
on the Christian Practice of Venerating Images,” Journal of the American Oriental Society 105, 1 (January–March
1985): 53–73. Yet another avenue of inquiry would be to examine the continuity (and transformation) of late
antique stories about images and artists in the early Islamic period, picking up where Franz Rosenthal’s pio-
neering research left off. See Franz Rosenthal, “On Art and Aesthetics in Graeco-Arabic Wisdom Literature,”
in Four Essays on Art and Literature in Islam (Leiden: E. J. Brill, 1971), pp. 1–19. Of equal interest would be an
examination of continuities within the Islamic tradition itself, among the early works of Arabic literature and
through the rise of Persian literature. One well-known story involves a contest between two painters, al-Qasir
and Ibn #Aziz, described by Maqrizi. Several of these stories are mentioned in Arnold, Painting in Islam, chap.
1, but they have not yet been gathered in one place.

55 The term aßl can mean nobility, lineage, an exemplar, and an original copy. In this passage Dust Muhammad
refers to Daniel as the originator of portraiture; in this context the word’s numerous meanings are all signifi-
cant and appropriate.

56 pas taßvÊr nÊz bÊ aßlÊ na-b§shad va kh§ãir-i mußavvir r§ ba-kh§r-i nawmÊdÊ na-khar§shad.
57 The literature on the topic is extensive. For recent scholarship on the early traditions about the mani-

fold aspects of images and a theoretized essay on Islam’s non-use of images (aniconism), see Daan van Reenen,
“The Bilderverbot, a New Survey,” Der Islam 67, 1 (1990): 27–77; and Terry Allen, Five Essays on Islamic Art
(Manchester, Mich.: Solipsist Press, 1988), chap. 2.

58 In Mirkhvand the story is used to show the predestination of Islam through the sequence of portraits—
the presence of Muhammad’s portrait offers visual proof of his coming as God’s last messenger (rasål) and of
the final revelation. The same thread runs through Dust Muhammad’s work, but he emphasizes the prophetic
origins of painting, a point not taken up by Mirkhvand. Rather, Mirkhvand concludes his story of the “prophet
portraits” (ßuvar-i anbiy§") by relating a tradition attributed to Ka#b al-Ahbar (d. ca. 652). On his deathbed,
Abraham ordered either the ark of the covenant (t§båt-i sakÊna) or a chest (ßandåq) brought before him and all
of his children. They looked into the container and saw these compartments equal to the number of prophets
(MÊrkhv§nd, Rawîat al-ßaf§", 5:58).
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Gulist§n (Rose Garden, 1258).59 These stories focus on Mani’s consummate painting per-
formances to illustrate his skill. In his Sh§hn§ma, Firdawsi gives a different version from Dust
Muhammad, suggesting that Mani used a system of representation to trick his audience by
its replication of visibilia. Dust Muhammad, drawing again on Mirkhvand’s Rawî§t al-ßaf§",
gives his own reading to one common story—Mani’s Artangi Tablet (lawÈ-i artangÊ).

Dust Muhammad begins by explaining that Mani used his paintings to facilitate his mission.
When potential converts sought a miracle from Mani, the false prophet obliged by enter-
ing a cave with a span of silk where he remained for one year to paint the Artangi Tablet.
When he emerged from the cave he showed the people the silk on which he had painted
humans, animals, trees, birds, and other forms (ins§n va Èayv§n§t va ashj§r va ãuyår va anv§#-i

ashk§l). Dust Muhammad concludes:

Those short-sighted ones, the mirror of whose hearts could not manifest the light of Islam out
of extreme mulishness were deceived by the figures on his plaything, and exhibited his painted
silk, which was known as the Artangi Tablet, as their model of unbelief and perverseness, and
strangest of all they held that that silk was equal to the Picture Gallery of China, which is
famous, for it unites images of all of Creation’s forms.60

Dust Muhammad’s refutation of the silk’s comprehensiveness stems, perhaps, from the passage
in Mirkhvand’s account in which Mani claimed to have ascended to heaven for one year
after being in the cave, and that after his “occultation” he reemerged and asserted that his
silk was proof of his prophesy.61 After all, Muhammad had made a journey to the seven
heavens in his mi #r§j, the subject of the paintings by Ahmad Musa which figure so promi-
nently in the album.

The story about Mani reappears in Firdawsi’s Sh§hn§ma, where Mani introduces himself
as the prophet through painting (ba-ßåratgirÊ guft payghambaram); in Firdawsi’s text he is said
to be a painter (mußavvir) from China. The story recounts Mani’s attempt to convert King
Shapur to his faith; he confuses Shapur to such a degree that the chief priest (måbad) is
called in to interrogate him. The interrogation takes place around a painting that Mani
considers proof (burh§n) of his doctrines.62 After much discussion, the chief priest responds:
“Even if you could make this picture move, is it proper to take the movement as proof?”63

59 Dust Muhammad refers to both texts in the album preface. He refers readers who would like to learn
more about the painters Mani and Shapur to these versified sources.

60 Kutah naíar§nÊ ki mir"§t-i dil-i b§-ghill-i Êsh§n az gh§yat-i kudårat maíhar-i når-i isl§m na-mÊ-tav§n ast båd ba-
ßuvar-i b§zÊcha-yi å firÊfta shudand va ÈarÊr-i mußavvarash r§ ki ba-lawÈ-i artangÊ mawsåm ast sar mashq-i kufr va #in§d
namådand va §n ÈarÊr r§ az kam§l-i ghar§"ib dar bar§bar-i nig§rkh§na-yi chÊn ki mashhår ast ki j§mi#-i jamÊ#-i ßuvar-i mawjåd§t
ast masal mÊ-d§shtand.

61 MÊrkhv§nd, Rawîat al-ßaf§", 1:743–44. In Mirkhvand, Mani claims that he brought the tablet from heaven
so that his miracle and manner of religion would be accepted.

62 Of interest here is the central role played by images in the practice and teaching of Mani’s religion and
continued awareness of it through the passage of time. On the didactic function of images in Manichaeism,
see Geo Widengren, Mani and Manichaeism, trans. Charles Kessler (London: Weidenfeld and Nicolson, 1961),
pp. 107–11. The Kephalaia, transmitted in Coptic and in Greek translation, claims to record Mani’s doctrines
(ibid., p. 82). One passage referring to images reads: “For the Apostles all, my Brothers, who before me came/
[Did not write down] their wisdom, as I wrote mine/ [Nor did] they paint their wisdom in pictures/ As [I
did paint] mine” (ibid., p. 108).

63 Abå al-Q§sim FirdawsÊ, Sh§hn§ma, ed. MuÈammad DabÊr SÊ§qÊ, 6 vols. (Tehran: KhurshÊdÊ, 1335), 4:1798,
line 605, trans. from Priscilla P. Soucek, “Nií§mÊ on Painters and Painting,” in Islamic Art in the Metropolitan
Museum of Art, ed. Richard Ettinghausen (New York: Metropolitan Museum of Art), pp. 9–21; esp. 9.
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(gar Ên ßårat karda jumban kunÊ/sazd gar zi jumbanda burh§n kunÊ). In the end, Mani is judged to
be an idolator (ßårat-parast); his skin is flayed, his body stuffed with straw and hung from
the city’s gateway as a warning.64

Dust Muhammad regards Mani’s claim as both unacceptable and dishonest. First, the
claim that Mani did his work in a cave would be bound to cause some consternation. The
Prophet Muhammad received his first revelation from Gabriel in a cave at Mount Hira",
outside Mecca, where he went to perform taÈannuth,65 and during Muhammad’s flight from
Mecca to Medina in 622, he and Abu Bakr sought refuge from their adversaries in a cave.
Caves figure in other Islamic traditions as well for allegorical purposes, including Koranic
chapter 18, “The Cave” (al-Kahf ), which concerns the “Companions of the Cave” (aßÈ§b

al-kahf ).66 Nizami uses a cave in the Haft Paykar (Seven Portraits) to deal with events in
King Bahram Gur’s life.67 In some traditions Daniel is said to have acquired his ability to
prognosticate in the Treasure Cave.68 Abraham’s mother is believed to have hidden her
infant in a cave to preserve him from Nimrod.69 For some, the cave symbolizes a place of
proximity to God, of initiation.70

The various elements of Dust Muhammad’s story are also linked together: the false as-
sociation of the cave with Mani is contrasted with its true association with Muhammad,
which leads us to the eponymous Koranic chapter of which a segment deals with the “Com-
panions of the Cave.” That same Koranic chapter, perhaps the most allegorical in the entire
book of Muslim revelation, contains the longest passage on Alexander (Zu’l-Qarnayn). Because
of its association with Alexander, the sura produces another form of self-referencing in the
preface by invoking the Chest of Witnessing story, the link being Alexander and his travels
to the rising and setting places of the sun.

A second unacceptable aspect is the use of the word lawÈ to refer to the image made by
Mani. The same word is used to refer to the preserved tablet (lawÈ al-maÈfåí), the slate in-
scribed with words that record the events of Creation in their entirety from the beginning
until the last day. This leads to Dust Muhammad’s perplexity when confronted by the con-
tention that Mani’s Artangi Tablet equaled the Picture Gallery of China in its compre-
hensiveness.71 How could Mani’s tablet begin to rival the all-encompassing tablet created

64 FirdawsÊ, Sh§hn§ma, 4:1798, line 616.
65 On this tradition, its interpretation, and the meaning of taÈannuth, see Uri Rubin, The Eye of the Beholder:

The Life of Muhammad as Viewed by the Early Muslims (Princeton: Darwin Press, 1995), p. 106; and M. J. Kister,
“Al-TaÈannuth: An Inquiry into the Meaning of a Term,” Bulletin of the School of Oriental and African Studies 31,
2 (1968): 223–36.

66 Companions of the Cave = Seven Sleepers. On the legend of the Seven Sleepers in Islam and Christi-
anity, see P. Michael Huber, Die Wanderlegende von den Siebenschläfern (Leipzig: Otto Harrassowitz, 1910), esp.
pp. 221–310, and 310–44; and Émile Dermenghem, Lounis Mahfoud, et al., “Les sept dormants d’Éphèse
(Ahl al-Kahf) en Islam et en Chrétienté,” Revue des Études Islamiques 23 (1955): 93–106.

67 A list of some of the associations of the cave is provided by Meisami in her introduction to Nií§mÊ GanjavÊ,
The Haft Paykar: A Medieval Persian Romance, trans. Julie Scott Meisami (Oxford and New York: Oxford Uni-
versity Press, 1995), p. xxxiii. At the end of his life, Bahram Gur disappears into a cave (ibid., notes to section
52, pp. 257–65).

68 The source is al-Biruni, al-$th§r al-b§qiya #an al-qurån al-khalÊya. For reference, see EI2, s.v. “D§niy§l” (G.
Vajda).

69 RaghbåzÊ, The Stories of the Prophets, p. 94. In al-Kisa"i, it is referred to as the “Cave of Light” and said to
have been the birthplace of Idris and Noah. See al-Kis§"Ê, Tales of the Prophets, p. 137.

70 Meisami notes these symbolic dimensions for the futuvva (Nizami, Haft Paykar, p. xxxiii).
71 The metaphor of the picture gallery of China (nig§rkh§na-yi chÊn/nig§rist§n-i chÊn) is used frequently in
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by God when it could not even match a man-made, terrestrial collection of images?72 In-
deed, the final passage of the sura al-Kahf—conjured up by the symbolism of the cave—
emphasizes the impossibility of matching and comprehending God’s miracle of creation
by using the imagery of writing:

Say: “If the ocean turned to ink
for writing down the colloquy of my Lord,

the ocean itself would be exhausted
ere the words (and wonders) of my Lord come to an end,

even if we brought
another like it for replenishment.”73

The third problematic aspect of the Mani story has to do with the use of the image and
the specific visual mode employed by its painter. Dust Muhammad’s criticism was not only
directed at Mani’s duplicitous representational mode but also at the immorality of his au-
dience which was unprepared to understand his depiction for what it really was—optical-
naturalism. By implying the Sufistic image of the heart polished through piety by invoking
the opposite (“Those short-sighted ones, the mirror of whose hearts could not manifest the
light of Islam out of extreme mulishness”),74 Dust Muhammad refers to modes of depic-
tion and the claims made for images.

Despite his criticisms of Mani, there is room for some praise too. After mentioning Mani’s
Artangi Tablet and a note to the effect that the false prophet went on to China, Dust
Muhammad names another gifted painter, Shapur who appears in Nizami’s Khusraw va

ShÊrÊn.75 Describing Mani and Shapur as peerless, no doubt referring to their technical skill,
Dust Muhammad suggests that readers who want to learn more about the artists consult
the Khamsas, almost certainly a reference to the volumes by Nizami and Amir Khusraw
Dihlavi. Thus, although in his preface he does not mention other stories, to reduce its length
and maintain the preface’s forward movement, he brings into play a wider pool of stories
from the Persian literary tradition by his reference to the Khamsas.

One of the best known stories in Nizami’s Khamsa is in the Iskandar-n§ma (comprising two
books dedicated to Alexander—the Sharaf-n§ma and Iqb§l-n§ma) which concerns Mani’s mission

Persian poetry, also through the phrase but-kh§na-yi farkhar-i chÊn (idol temple of Farkhar in China). Djalal Khaleghi-
Motlagh glosses the metaphor as standing “for any place or town with good-looking inhabitants.” See EIr,
s.v. “Chinese-Iranian Relations. x. China in Medieval Persian Literature” (Djalal Khaleghi-Motlagh), 5:454–
55.

72 One line of investigation would be to determine if the nig§rkh§na-yi chÊn is a reference to an actual place.
The cave paintings at Dunhuang, numbering 492, would be the obvious choice; here there are an unparal-
leled number of images, and it was well known through its location on a branch of the silk route.

73 Koran, 18:109.
74 A detailed explanation of the Sufi concept of the polished heart, specifically through Ibn #Arabi’s writ-

ings, is provided by Sells, Mystical Languages of Unsaying, chap. 3. Sells writes: “It is at the moment of mystical
union, symbolized by the polished mirror, that . . . His/his image is constituted. The constitution of this im-
age occurs within the heart of the ‘complete human’ (al-ins§n al-k§mil).” For this to occur, the ego-self must
pass away ( fan§" ). By this process, “divine names were actualized as ‘in-stantiations’ through the world that
serves as a mirror for them, and through the human being who serves as a polishing of that mirror. . . . The
real creates the world as its mirror and thus reveals to itself through the polished mirror its mystery” (ibid.,
pp. 66–73).

75 For further details about Shapur and his paintings, see Soucek, “Nií§mÊ on Painters and Painting,” pp.
11 and 15–18.
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to China,76 alluded to by Dust Muhammad when he tails off with the Artangi Tablet story.
On his way to China, where he hopes to gain new converts to his faith, Mani came to a
pool. The Chinese, apprised of Mani’s proselytizing mission, had manufactured the pool
in advance of his coming; it was made of crystal and painted with ripples on its surface
and flowers along its edges. Impatiently, Mani ran toward the pool and threw his pitcher
(kåza) into the water: the pitcher shattered on impact, shards skimming across the pool’s
obdurate surface (likened to stone, sang). A rare illustration to this story depicts Mani hold-
ing his “pen” (kilk) as he contemplates the product of his labor, the depiction of the worm-
infested corpse of a dog (sagÊ murda) on the crystalline surface (fig. 8). Mani’s pictorial re-
joinder to the Chinese trick was designed to negate its effect, preserving other travelers
from a similar fate. Just as Mani duped his audience through his consummate painted per-
formance on the Artangi Tablet, by its depiction of visibilia, the Chinese duped Mani by
exploiting crystal’s inherent optical properties. Mani was fooled at his own game, the re-
flection of things seen in the world—and imitable—on a two-dimensional surface. Mani’s
action was to paint a dog on this surface, responding to a trick on its own terms, offering a
visual illusion of reflection to an optical illusion.

A second story from the Khamsas, Alexander’s judgment between the Greek and Chi-
nese painters, offers yet another interweaving of the Chest of Witnessing and Artangi Tablet
stories in Dust Muhammad’s preface. The sequence of stories in the preface allows him to
oppose two art traditions and modes of representation: the first is given prophetic sanction
through Daniel and is “licit”; the second is by the false prophet Mani and “illicit.”77 Such
a paragone between modes of representation was not unfamiliar to a Persianate audience.

The fifth section of Nizami’s Khamsa, the Iskandar-n§ma, contains the story of Alexander’s
judgment.78 The story involves a contest to settle a dispute between Alexander and the
Emperor of China over the relative excellence of the Greek (RåmÊ) and Chinese (ChÊnÊ) visual
traditions. Teams of painters set to work on the opposite ends of a room after it had been
divided in two by a curtain suspended across its middle (fig. 9). When they had finished,
the curtain dividing the room was removed and Alexander was confronted by two identi-
cal wall paintings, described by Nizami as “two Artangis” (du artangÊ).79 After some mo-
ments of confusion, Alexander ordered the curtain to be replaced. While the Greek paint-
ing remained, the Chinese one vanished only to be replaced by a reflection of the curtain
(chu §mad Èij§bÊ miy§n-i du k§kh/ yakÊ tang-dil shud yakÊ råfar§kh/ raqamh§-yi råmÊ na-shud zi §b va

rang/ bar §"Êna-yi chÊnÊ uft§d zang). The Chinese artists had polished their wall to make a perfect
reflective surface. Alexander’s technique for determining this was empirical. According to
Nizami, Alexander judged the Chinese superior in polishing (mißqal) and the Greeks in painting
(ßåratgarÊ), and concluded “both are an aid to vision” (ki hast az baßar har du r§ y§varÊ).80

As Soucek has noted, Ghazali and Rumi also refer to this story but judge it differently.81

76 For the relevant passage, see Nií§mÊ GanjavÊ, Iskandar-n§ma, ed. Jam§l al-DÊn Abå MuÈammad Ily§s b.
Yåsuf b. ZakkÊ Mu"ayyad (Tehran: Intish§r§t-i Pag§h, 1370/1991–92), pp. 254–55.

77 The term “illicit” is added to Bürgel’s notion of the “licit” in art. See Bürgel, The Feather of Simurgh, esp.
chaps. 3–5, where he speaks of the arts of poetry, music, and painting as “licit” arts.

78 For the relevant passage, see Nií§mÊ, Iskandar-n§ma, pp. 252–54.
79 An exceedingly clever phrasing that refers to one painting as illusory (optically naturalist) as in Mani’s

Artangi Tablet and the reflection as an illusion of an illusion (and hence also like the Artangi Tablet).
80 Soucek, “Nií§mÊ on Painters and Painting,” p. 12.
81 Ibid., p. 14.
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They give precedence to the painters who polished the wall, interpreting their action as a
metaphor for the Sufi whose piety polishes the heart so as to reflect God; the subtext is to
compare the Sufi to members of the ulema, thereby contrasting the superiority of mystical
experience over acquired knowledge.82 What the Alexander and Mani stories from the Khamsa

share is the theme of visual trickery, a distinction between modes of representation that is
also implied in the contrast between the Chest of Witnessing and the Artangi Tablet.

IMAGE, REVELATION, CREATIVITY

The preceding metaphors and allusions in Dust Muhammad’s preface are amphibologous
and seem to counter attempts to derive and then fix a single meaning in the richly tex-
tured preface and album. The stories have a potentially wide range of meanings and their
themes intersect. Such a range of equally viable interpretative “answers” was common in
poetic practice of the day—for example, the trademark of the tuyågh,83 a type of quatrain,
was a multiple pun formed in the end-rhyme by homonymic words. Also belonging to this
genre were poems that could be read simultaneously in several different meters and poems
that contained chronograms. The riddle (mu#amm§) preoccupied poets of the sixteenth cen-
tury. Producing and recovering meanings from texts—and not only poetic forms—was an
intricate process of mental gymnastics and required extensive glossing.84

Dust Muhammad refers to other works of literature in his preface: the Khamsas, where
stories about famous artists (Shapur, Mani) could be found in addition to tales of encoun-
ters with images (Alexander, Bahram Gur).85 And there are still more metatextual allu-
sions at work in the preface, for example, the Koran and the Qißaß al-anbiy§".86 Events in
the lives of pre-Islamic historical figures like Adam, Alexander, Daniel, and the Prophet
Muhammad’s contemporary Herakleios, furthermore, were available in the classical Arab
histories and their Persian translations and continuations. Themes (e.g., revelation, prog-
nostication), places (e.g., caves), and concepts (e.g., licit and illicit image and depictive mode,

82 Ibid. For the contrast between the two forms of knowledge—intellectual knowledge (#ilm) and the “con-
tinually transformative knowing” of the heart (qalb)—and the need for both, see Sells, Mystical Languages of
Unsaying, chap. 4, esp. pp. 91–92.

83 See Subtelny, “The Poetic Circle at the Court of the Timurid Sultan,” p. 74. Other complex poetic
forms that demanded similar interpretation were the enigma (lughz), chronogram (ta"rÊkh), and, of course, the
riddle (mu#amm§).

84 In some literary forms, for example, didactic poetic texts, the glossing was already added. For example,
Rumi often comments on his didactic anecdotes to ensure or direct the correct interpretation. It is also the
case in Sa#di’s Gulist§n and Båst§n where the point of many of the morals at the end of the anecdotes is the
same (personal communication William Hanaway).

85 In the Haft Paykar (of Nizami’s Khamsa), Bahram Gur enters a treasury where a magician has painted
portraits of seven princesses with a likeness of Bahram Gur painted below. An inscription on the wall added
that Bahram Gur would become king and then wed the princesses, “so much was ordained by the stars.”
Nizami’s tale may have been inspired by stories like the Chest of Witnessing, for it too carried associations of
images with prognostication and granted them a proleptic power.

86 The Chest of Witnessing story does not appear in the Qißaß al-anbiy§", and thus far is known only through
Tha#labi’s work. The Qißaß al-anbiy§" composed by al-Kisa"i refers to Adam’s book in several places and says
that it was preserved in the first man’s sarcophagus (t§båt). Abraham opened the sarcophagus and also found
the books of Seth and Enoch and the names of every prophet. See al-Kis§"Ê, Tales of the Prophets, trans. Thackston,
pp. 76 and 294. Subsequent prophets own the sarcophagus, a kind of heirloom, and put it to different uses
(for summary, see ibid., p. xxiv).
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visual trickery) activated a wider set of associations for the preface reader by drawing their
expanded field of knowledge into play.87 Islamic tradition accorded figures like Adam,
Alexander, and Daniel the capacities of prognostication, of restoring monotheism, and of
revelation.

The stories also functioned metaphorically in relation to the album, for it too was a col-
lection of images, albeit contained in a binding. Parallels were drawn between the album
and other kinds of collections—the Chest of Witnessing, the Picture Gallery of China, the
Artangi Tablet—especially in their broad claim to comprehensiveness. But some parallels
were deemed more fitting than others, especially to the Chest of Witnessing. Like the chest,
the Bahram Mirza album contained painted portraits, including depictions of the Prophet
Muhammad—in the numerous illustrations to the Mi#r§j-n§ma by Ahmad Musa—members
of the Safavid royal house and its court (courtiers, musicians, artists, poets, dervishes), as
well as famous rulers (e.g., Sultan Husayn Mirza and Muhammad Shaybani Khan), and
courtiers of the late fifteenth century.88 The genealogical dimension of the Chest of Wit-
nessing—portraits of a line of prophets—was also figured in the album through a peda-
gogical and stylistic history of calligraphy and the arts of depiction.89 By implication, the
album’s visual realm was also morally correct and true, unlike the visual falsehoods perpe-
trated by the skilled Mani. Dust Muhammad suggests a recuperation of Daniel’s image-
making, a lost aesthetic manifest in the personhood of Ahmad Musa and preserved intact
through the transmission of his style since the fourteenth century. The conceit that he
manufactures suggests the culmination of the arts of depiction in the Safavid period, ac-
cording it a place similar to that occupied by Muhammad in the prophetic lineage.

There are still other implications in Dust Muhammad’s section on depiction, best treated
through a series of interconnected themes. But here linearity becomes most irksome, for
the themes are so interwoven as to defy their arrangement in a single order. In this way,
the meaning of the text is paralleled structurally by the arrangement of paintings and drawings
throughout the album; the images are not ordered by any overriding criteria in a linear
fashion but make connections across a divide of folios by such features as the repetition of
subject. The first theme expands the notion of the image as revelatory and concerns the
motif of the mirror as a locus of vision and of image production (the mirror is referred to
in the preface and invoked by Dust Muhammad’s references to well-known stories), in addition
to cultural understandings of creativity. The second theme takes a slightly different turn
by its focus on unmade images brought into existence by God and made images brought
into existence by man and examines the implications of a God-derived aesthetic and its
significance for current definitions of Persianate aesthetics. The third and final theme re-

87 Deriving meanings from Dust Muhammad’s text matches in complexity and range of references a mys-
tical writer such as Ibn #Arabi. On the generic complexity of Ibn #Arabi’s work and the Sufi hermeneutic of
unveiling (kashf ), see Michael A. Sells, “Ibn #Arabi’s Polished Mirror: Perspective Shift and Meaning Event,”
Studia Islamica 67 (1988): 121–50.

88 Another line of interpretation would be to study other stories which appear in primary sources about
collections of images. One well-known reference appears in Mas#udi’s history, Kit§b al-tanbiÈ, where he refers
to a collection of portraits of kings of the Sasanian dynasty that he saw in ca. 915. A noble family of Istakhr
owned the book. For reference, see Arnold, Painting in Islam, p. 82.

89 Another association regarding the leitmotif of genealogy is the genealogy of the Safavid house and its
connection back to the family of the Prophet and to #Ali b. Abi Talib. The genealogy is referred to briefly in
the preface.
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turns to the concept of the preface as a locus for the justification of the arts of depiction
and an argument about the triumph of Safavid art.

THE MIRROR MOTIF

Dust Muhammad does not directly cite Mirkhvand; he leaves his use of Mirkhvand’s his-
tory implicit in his reference to “the books of the great.”90 It is possible to understand his
“books” as referring not only to the nearly contemporary Mirkhvand but also to the much
earlier Arab traditionists, one of whom Mirkhvand names in the introductory section of
his history.91 Related stories that connect the first man to methods or devices for seeing his
offspring are found in Arab literature and, like Mirkhvand, they cite Arab traditionists as
authorities. Moreover, Adam’s prophetic abilities are a recurring theme in Islamic litera-
ture.92

Two interrelated stories along this line are mentioned by Qadi b. al-Zubayr (in Egypt,
1053–71) in his encyclopedic Kit§b al-had§y§ wa al-tuÈaf (Book of Gifts and Rarities).93 The
first relates to a set of gifts—the main subject of Qadi b. al-Zubayr’s work—among which
was a fragment (qiã #a) of a mirror. The text is attributed to al-Waqidi (d. 823) from the
FutåÈ bil§d al-Sind (Conquests of Sind) and reads:94

Learned people say that Allah—the Powerful and Glorious—sent it [the mirror] down to Adam
when his offspring multiplied and spread over the earth. Adam would look into it to see whomever
he wanted in his present condition, good or bad. #Abd-All§h b. Saww§r sent the fragment to
Mu#§wiyah, with whom it remained as long as he lived. Then it came into the possession of
the Umayyad kings and stayed in their treasury until the time of the Abbasids, who acquired
it along with whatever [else] they had taken from [the Umayyad] wealth.95

Qadi b. al-Zubayr follows this text by citing a story related to that of al-Waqidi but trans-
mitted by #Umar b. Shabba al-Numayri (d. 877).96 #Umar b. Shabba said:

90 amm§ §nchi az kutub-i ak§bir mustaf§d mÊ-gardad.
91 Mirkhvand’s preface to the Rawîat al-ßaf§" includes a long list of Arab and Persian historians and other

authors whose works he consulted in the preparation of his universal history. He names Waqidi, Tabari, Tha#labi,
Dinawari, and Ibn Kathir among others. See MÊrkhv§nd, Rawîat al-ßaf§", 1:13–23; trans. in Shea, History of
the Kings of Persia, pp. 40–43 and pp. 23–40.

92 Daniel’s association with the Chest of Witnessing story is important and to be expected given that in
Muslim legend he is “a revealer of the future and eschatological mysteries” (see EI2, s.v. “D§niy§l” [G. Vajda]).
Associations of Daniel in an Islamic setting derive from the Jewish tradition, particularly the stories and vi-
sions of Daniel recorded in the Book of Daniel, the twelfth book in the Hagiographa of the Hebrew Bible. I have
not yet been able to find any references to Daniel as a painter.

93 Q§·Ê b. al-Zubayr, Kit§b al-had§y§ wa al-tuÈaf. For English trans. and commentary, see QaddåmÊ, Book of
Gifts and Rarities. For a discussion of author and aspects of his manuscript, see ibid., pp. 3–34.

94 Abu #Ali Muhammad b. #Umar b. al-Waqidi was born in 747 in Medina and died in 823 in Baghdad.
For a list of the books that he wrote, see Fuat Sezgin, Geschichte des arabischen Schrifttums, 9 vols. (Leiden: E. J.
Brill, 1967), 1:294–97. Sezgin places al-Waqidi’s works in the section dealing with biographies of the Prophet.

95 Trans. QaddåmÊ, Book of Gifts and Rarities, pp. 174–75, no. 202. This gift story is included in Qadi b. al-
Zubayr’s fifth chapter titled “B§b al-ghar§"ib al-mawjåd§t wa al-dhakh§"ir al-maßån§t” (Chapter on Exotic
Objects and Safeguarded Treasures).

96 Abu Zayd #Umar b. Shabba b. #Abida b. Rayta al-Numayri was born in 789 in Basra and died in 877 in
Samarra. He was a historian and traditionist. For a list of his works, see Sezgin, Geschichte des arabischen Schrifttums,
1:345–46.
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#^s§ b. #Abd-All§h told me: My uncle #Abd-All§h b. #Umar told me that #AlÊ—peace be upon
him—said, “When Adam was brought down from Paradise, Allah raised him to the top of
[Mount] Abå Qubays and [gradually] lifted the whole for him until he could see it. Then He
said [to him], ‘All this belongs to you and your children.’ Adam said, ‘O Lord, how may I
know what is in it?’ So He created the stars for him, and said ‘If you see such and such a star,
it means so and so.’” My uncle, [#Abd-All§h b. #Umar] said, “Thus Adam used to know such
things by means of the stars. Then that became too difficult for him; accordingly he complained
about al-Mad§"in to his Lord. So He sent him a mirror (mir"§t) from heaven through which he
could see whatever he wished on earth. When Adam died, a devil called Faqtash sought out
the mirror, broke it, and built over it a city in the east, called J§burq (Jablaqa).97

The story did not end there. Solomon, son of David, ordered the devil Faqtash to retrieve
the fragments of the mirror that he had broken. Solomon reassembled it “piece by piece
and strengthened it on all sides with a leather band (sayr). Then he looked into it and saw
whatever he wanted.”98 After Solomon died, more devils stole it away. The Israelites in-
herited a fragment that was left behind, it ultimately reached the exilarch of the Jews, and
then was given to the Umayyad caliph Marwan b. Muhammad b. Marwan (r. 744–50).
He threw it away, and it was taken by a slave girl. When the Abbasid Abu Ja#far al-Mansur
(r. 754–75) became caliph, the mirror was sought out and found and kept in the caliph’s
treasury for a long time before it was lost.

The traditions transmitted by al-Waqidi and #Umar b. Shabba al-Numayri are related
to that of Hisham b. Abi al-#Ass, the latter cited by Mirkhvand. Although it is not possible
to demonstrate conclusively Dust Muhammad’s knowledge of a specific Arab traditionist
or tradition—he rests content with Mirkhvand and his authoritative historical method as
it is attested in Mirkhvand’s preface—it would not be a stretch to posit an awareness of
the historical lore transmitted through Arab historiographers and indicated by Mirkhvand.
Al-Waqidi’s and #Umar b. Shabbah al-Numayri’s stories both involve mirrors, a device used
by Adam to “see whomever he wanted in his present condition,” and to “see whatever he
wished on earth,” respectively. The Chest of Witnessing performed the same function.

In al-Numayri’s tradition the device of the mirror is preceded by the stars, first used by
Adam as a way of seeing what was in creation through an interpretative technique; ulti-
mately it was a technique too difficult for the first man to perform. In the tradition of Hisham
b. Abi al-#Ass, the mirror as a site for seeing Adam’s progeny is transformed into an im-
mutable, physical container of portraits, and is made more selective by representing only
the prophets descended from Adam. All of these traditions probably derive from a shared
concept, that of Adam’s sadness and of his wish to see his progeny. In Mirkhvand99 and
numerous versions of the Qißaß al-anbiy§", for example, after performing circumambulation
of the Ka#ba in Mecca, Adam falls asleep near Mount Arafat; he awakens to find all his

97 QaddåmÊ, Book of Gifts and Rarities, p. 175, no. 203. The tradition is from the same chapter as the previ-
ous story. “Jablaqa” may be incorrect. According to tradition, Jabalqa was one of two cities joining the mountain
of Qaf.

98 Ibid., p. 175.
99 In an earlier portion of his historical work, Mirkhvand relates another story about the first man. It is a

tradition attributed to #Imad al-Din b. Kathir (d. 1373) from the Bid§ya wa al-nih§ya, in which Adam has gone
to Mecca, performed the circumambulation of the Ka#ba, and then rested at a place called W§di al-nu"m§n
behind Mount Arafat. While asleep, God produced Adam’s entire progeny from his loins and placed them at
Adam’s left and right sides. Those on the left were in darkness while those on the right would see paradise
(MÊrkhv§nd, Rawîat al-ßaf§", 1:31).



lifting the veil from the face of depiction 183

progeny lined up on his right and left sides.100 The source is Koran 7:171. The collection
of portraits in the Chest of Witnessing might also be understood as an extension of Ad-
am’s gift of knowing the names, a knowledge granted to him by God but kept from the
angels.

The Chest of Witnessing story related by Mirkhvand and Dust Muhammad draws ulti-
mately on a series of traditions associated with Adam found in the Koran and its exegeti-
cal literature, developed and transmitted in other texts, and fully developed in histories,
the Qißaß al-anbiy§" stories, and some works of #aj§"ib down to the late fifteenth century.101

Reading the stars and looking into mirrors (mir"§t) were both techniques used in divina-
tion; like Adam, lecanomancers used mirrors to tell the future.102 They would stare fixedly
at a mirror until images and forms that they had wanted to see appeared before them.
The manner of perception originates in them and, according to the fifteenth-century his-
torian Ibn Khaldun, it “operates not by means of vision, but in the psyche.”103 Although it
is impossible to determine if this divinatory practice is alluded to in Dust Muhammad’s
preface, later sections of it refer to the mirror as a site of vision and image production.

The reference appears in Dust Muhammad’s section where he mentions the painters and
artists of the royal library.104 There he describes Bahram Mirza’s j§mkh§na and names Sul-
tan Muhammad the painter. Both references offer another allusive pathway to the mirror
and Chest of Witnessing, in yet another inwardly folding movement of the preface. Deco-
rated with paintings by two Safavid court artists, a j§mkh§na (lit., room with mirrors) is de-
scribed by Dust Muhammad as a “mirror showing the world” (§"Êna-yi gÊtÊ-nam§) whose “mirrors
have broken the beauty and power of the blue-green firmament.”105 The terminology im-
plies a room whose walls are embedded with mirrors and decorated with paintings by Aqa

100 In al-Tabari, Ibn Sa#d, and al-Tha#labi God rubs Adam’s back to make the progeny appear (EI2, s.v.
“$dam” [J. Pedersen]). The story of Adam’s progeny usually focuses on David and his brief life. In Raghbuzi’s
Qißaß al-anbiy§", “God brought forth Adam’s offspring from his spine in human form as small as ants” (Stories
of the Prophets, trans. Boeschoten, O’Kane and Vandamme, p. 27). God then explained to him how they would
find sufficient room on the earth. Raghbuzi also mentions Adam’s offspring in the context of the Day of the
Covenant when Adam sacrifices a portion of his life to augment David’s 60 years (ibid., p. 48).

101 The portraits of the prophets story appears in MuÈammad b. MaÈmåd b. AÈmad •åsÊ’s #Aj§"ib al-makhlåq§t,
ed. Manuchihr Sutåda (Tehran: Bung§h-i Tarjuma va Nashr-i Kit§b, 1345), p. 332. Tusi composed the work
between 1167 and 1178. In his version of the story, Abu Bakr sent the companions to Byzantium and while
they were there the emperor showed them the chest (ßandåq) containing many compartments with silks in them.
Portraits of Adam, Noah, and Muhammad are mentioned, and Daniel is said to have painted/delineated them
(nig§sht). It closes with the emperor’s admission that he believed in the images, and presumably Daniel’s pro-
duction of them, but concealed the chest from his army (va man Êm§n §vard-am ba-vay lakin az lashkar-i khud
pinh§n mÊ-dar§m). I thank Oya PancaroÅlu for this reference. More information about Tusi’s book can be found
in Z. Vesel, Les encyclopédies persanes: essais de typologie et de classifications de science (Paris: Éditions Recherche sur
les Civilisations, 1986), pp. 33–34. Tusi’s #aj§"ib contains many references to images, a subject commonly found
in other works of the genre, for example Zakariyya b. Muhammad Qazvini, #Aj§"ib al-buld§n, or $th§r al-bil§d
wa akhb§r al-#ib§d, composed in 661 (1262–63). For an edition, see QazvÊnÊ, $th§r al-bil§d wa akhb§r al-#ib§d
(Beirut: Dar Sadir, 1960).

102 For a brief examination of the philosophical and optical questions posed by the mirror and other is-
sues, see EI2, s.v. “Mir"§t” (Ch. Pellat). For divination using mirrors, see Toufic Fahd, La divination arabe: études
religieuses, sociologiques et folkloriques sur le milieu natif de l’Islam (Paris: Sindbad, 1987), pp. 47, 48, 49, and 406.

103 Ibn Khaldun’s assessment is consistent with the general understanding that what the subject saw in the
mirror was an illusion. See EI2, s.v. “Mir"§t” (Ch. Pellat).

104 zikr-i mußavvir§n va naqq§sh§n-i #aí§m-i kir§m-i zå al-iÈtir§m-i kit§bkh§n§-yi kh§ßsa-yi sharÊfa-yi nav§b-i k§my§b-
i ashraf-i a#l§-yi hum§yån.

105 j§mash rawnaq va qadr-i mÊn§"Ê-yi sipihr r§ shikasta.
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Jalal al-Din Mirak and Mir Musavvir. The room is described as “a heaven ornamented
with stars and a place colorful with the reflections of people.”106 Presumably, the mirrors
embedded in the room’s walls reflected whatever or whoever stood in the room, an optical
phenomenon complicated by the reflections of the wall paintings and no doubt by the small
size of the mirrors’ reflective surfaces.107 The effect must have been awesome, possessing
the power to unite and juxtapose reflections of the living with the painted human figure.
Dust Muhammad achieves yet another cunning metaphorical allusion, this time to Alex-
ander’s dilemma when confronted by a painting and its reflection. The allusion is also signaled
semantically by the choice of gÊtÊ-nam§, the term signifying a world-revealing mirror sup-
posedly owned by Alexander.

Praising the contemporary painter Sultan Muhammad, Dust Muhammad asserts,

By the pen of his fingertips on the tablet of the eye [of vision],
he has drawn another design at every moment.

(ba kilk-i an§mil ba lawÈ-i baßar
kashÊd ast har laÈía ãarÈ-i digar)

His reference, we may surmise, is to a relatively narrow range of visual subjects given slightly
different but significant variation through Sultan Muhammad’s inflections of preestablished
types.108 Hence, the j§mkh§na as a locus of reflection and fracture parallels the creative process
of Sultan Muhammad who stores images in his mind and gives them physical form in the
act of depicting. A set of visual archetypes is multiplied by the subtle changes he makes
between images in a sequence of interrelated types. Such a conception reverberates within
the album proper, also a locus of reflection and multiplication through its contents, a se-
ries of closely interrelated visual types. The aesthetic effect of the albums’ pages, a com-
plex collage of colored papers, pigments and inks that often arranges lines of calligraphy
into gridded and staggered formats creates a further tension between disunity and unity.
Techniques of recontextualization augment the perception of comprehensiveness, a whole
that is greater than the sum of its parts.

Integral to the contemporary Safavid culture was the understanding that by perception
forms were transferred (by intromission)109 to the artists’s humor, which was thought to be
a polished surface.110 In the act of perceiving, the image became impressed on the humor.111

106 asm§nÊ ast muzayyan az anjum va mak§nÊ ast mulavvan az #aks-i mardum.
107 One of the problems in ascertaining the exact material of the j§mkh§na is that nothing like it survives

from the mid sixteenth century. It predates by many years extant dated examples of architecture in which
mirrors are used. And yet the language used by Dust Muhammad does invoke a material with reflective properties.
At this time only small mirrored surfaces would have been available, forcing the inlay of pieces across a wall
surface.

108 It also refers to one of man’s creative powers, the ability to refashion traditional motifs ad infinitum
and, by doing so, to perfect them. The creative process has been modeled for literature. See von Grunebaum,
“Aesthetic Foundation of Arabic Literature,” p. 328.

109 For a summary of the intromission-extromission debate in an Islamic context, see David C. Linberg,
“The Intromission-Extramission Controversy in Islamic Visual Theory: Alkindi Versus Avicenna,” in Studies
in Perception: Interrelations in the History of Philosophy and Science, ed. Peter K. Machamer and Robert G. Turnbull
(Columbus: Ohio State University Press, 1978), pp. 137–59.

110 The process was articulated by Ibn Sina. For references, see Soucek, “Nií§mÊ on Painters and Paint-
ing,” p. 14, and nn. 50–53.

111 In Ibn al-\aytham’s Kit§b al-man§íir (Book of Optics) the form is not comparable to a picture in the
eye. Sabra writes: “Though it may be described as an optical array, a form in Alhazen’s sense is not a picture
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In a second stage, the forms from both eyes were impressed on the composite sense, and
in the third stage they were stored in the memory (khiy§l). In Ibn al-Haytham’s eleventh-
century study of optics, a synthesis of investigations by natural philosophers and mathema-
ticians, the optic nerves relayed “the visual spirit,” or the “bearer of visual impressions,”
between eyes and brain.112 Sense perception of features like color and light were followed
by judgments or inferences in which the visible properties of the object were determined.
Glancing was followed by sustained scrutiny. Ibn al-Haytham counted some twenty-two
properties.113 Thus, for Ibn al-Haytham seeing an object was not merely articulated through
the study of physiological mechanisms (which he develops in book 1 of his optics), but
amounted to a theory of visual perception (developed in book 2) that addressed the psy-
chological dimensions of the perception process. As Sabra has noted, “{Ibn al-Haytham}
insisted on the distinction between sensation and perception.”114 After the forms had been
stored in the memory, they were relayed out of the body during the process of creative
depiction.115 Dust Muhammad’s phraseology refers to these concepts of visual perception
in such phrases as “mirror of the mind,” “tablet of vision,” and the “eye of imagination.”
It is a creative process to which Khvandamir/Amini also refers in the preface to an album
assembled by Bihzad. Discussing the paintings bound into the album, Khvandamir/Amini
writes: “Each figure, a memory from the depths of the artist’s mind copied from the tablet
of his heart to the pages of this book, is a houri who profits the soul.” In the late thirteenth
century, Ibn al-Haytham’s book of optics was translated and expanded with an extensive
commentary by Kamal al-Din al-Farisi (d. ca. 1320) and was the text widely distributed
throughout Iran.116 Such a theory was not challenged until the early seventeenth century,
and then in a European context through experimental evidence.117

There is also another way in which the j§mkh§na can be connected to Sultan Muhammad.
In Dust Muhammad’s encomium to the j§mkh§na, he conveys the sense that it receives and

depicted anywhere in the eye, and should not therefore be mistaken for the image produced in a pin-hole (or
lens) camera, or the impression made by a material eidølon. As a representation of the object, it is perceptible
only after it has been singled out from a multitude of confused rays on the crystalline-surface and transmitted
to the brain; and it is perceptible only to the faculty of sense” (A. I. Sabra, “Sensation and Inference in Alhazen’s
Theory of Visual Perception,” in Studies in Perception: Interrelations in the History of Philosophy and Science, ed. Peter
K. Machamer and Robert G. Turnbull [Columbus: Ohio State University Press, 1978], pp. 160–85; esp. 169).
Elsewhere, Sabra augments this definition: “To be sure, Ibn al-Haytham’s forms, including those produced
in the eye, are not merely things of the mind; like the pictures on the paper, they truly exist as physical modi-
fications or properties of parts of the eye. But unlike Kepler’s picturae, they are distinctly visible only to the
mind of the perceiver” (A. I. Sabra, “Form in Ibn al-Haytham’s Theory of Vision,” Zeitschrift für Geschichte der
Arabisch-Islamischen Wissenschaften 5 [1989]: 115–40; esp. 129). And later, “The total image of the surface . . . is
therefore an optical analogue or copy . . . and it is this quasi-pictorial form/image . . . that is finally pre-
sented to the brain” (ibid., p. 130).

112 Sabra, “Form in Ibn al-Haytham’s Theory of Vision,” p. 127.
113 A list of these properties is given in Sabra, “Sensation and Inference,” pp. 177–78.
114 Ibid., p. 131.
115 According to Nizami #Aruzi (Chah§r maq§la, “Four Discourses”), the remembered forms were stored in

the anterior portion of the brain. A commentary on Ibn Sina indicates a comparable theory of image stor-
age. For references and texts, see Soucek, “Nií§mÊ on Painters and Painting,” p. 11, and nn. 28 and 29.

116 See A. I. Sabra, The Optics of Ibn al-Haytham, 2 vols. (London: Warburg Institute, University of London,
1989), 2:lxiv–lxxiii. Farisi’s book was titled TanqÊÈ al-man§íir.

117 See Gareth B. Matthews, “A Medieval Theory of Vision,” in Studies in Perception: Interrelations in the His-
tory of Philosophy and Science, ed. Peter K. Machamer and Robert G. Turnbull (Columbus: Ohio State Univer-
sity Press, 1978), pp. 186–99, esp. p. 198.
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does not make images; in other words, it has agency only through reflection.118 He writes,
“Like hearts of the enlightened it gazes with the eye of the heart in every direction, and
like people of insight the pupils of the eyes are amazed and astounded by it.”119 The no-
tion of the heart as a reflective surface is again invoked, but it is the perfected heart of the
pious, and the reflection it gives is not the same as the reflection in Mani’s Artangi Tablet.
The j§mkh§na has the potential to figure the here and the beyond, to put man in a liminal
space between the terrestrial and the extra-terrestrial, a metaphor brought to the fore in
Dust Muhammad’s clear praise of the mirrored and painted room.

References are made to the mirror in Dust Muhammad’s preface. The opposition be-
tween licit and illicit depictive modes, advanced in the contrast between the Chest of Wit-
nessing and the Artangi Tablet, is followed by Dust Muhammad’s praise of Sultan
Muhammad. Here the mirror motif crops up as a metaphor for visual perception just as it
does in Dust Muhammad’s rebuttal of Mani; the potential converts sought a miracle and
were tricked by Mani’s image—they could not see past what the image showed them.120

Here we need to separate the process of visual perception from the visual nature of the
image and the image’s relationship to things in the phenomenal world. Something about
the potential converts’ response was lacking in assessing the ontology of Mani’s Artangi
Tablet. They were incapable of comprehending a reality that lay beyond the realm of sen-
sory perception, a deficiency that confined their vision to the phenomenal world and to
the image that showed it.121 The same flaw could not be ascribed to Alexander: he was
able to distinguish the causes of visual phenomena and did not ascribe any power to the
aesthetic phenomena of the depiction—the depiction’s reflection was its own undoing af-
ter all; just as the depiction was a reflection of the world, so it could be reflected. It gave
itself away.

A contemporary, Mir Sayyid Ahmad, reiterates several of the themes raised by Dust
Muhammad. The first involves the sense of rivalry between art traditions and is given ex-
pression in a poem about the artists of China. They had executed the first image, and their
craving for minuteness became such that they made brushes of single hairs. “When the
cycle of prophethood reached the Ahmad122 /the pen brought other religions to an end.”123

A competition ensued during which #Ali b. Abi Talib drew an isl§mÊ motif (raqam) that as-
tonished (Èayrat) the people of China; “when that prototype came into their hands/ other

118 Soucek observed that in the story of Alexander “active production of images and the passive reception
of visual stimuli are both aspects of artistic creativity” (“Nií§mÊ on Painters and Painting,” p. 12).

119 chun dil-i rawshan-dil§n az dÊda-yi dil ba har su nigar§n va chun mardum§n-i dÊda ba rå-yi §n mardum-i dÊda muta#jjib
va Èayr§n.

120 As in Plato’s parable of the bed summarized by Keuls, “God makes the form of the bed, the carpenter
copies it, the painter copies its appearance.” In other words, the image is doubly removed (Keuls, Plato and
Greek Painting, p. 26). Keuls writes that in Plato’s Republic X, Socrates maintained that “all mimetic acts are a
plague only to those who do not possess an antidote to them in that they know them for what they are” (ibid.,
p. 41).

121 A poetic metaphor, pregnant with meaning, cast by Shah Isma#il some years before is apropos Dust
Muhammad’s text to the “short-sighted in seeing.” Isma#il wrote about himself: “The garden of sanctity has
produced a fruit/ How can it be plucked by a short-handed one?” (see V. Minorsky, “The Poetry of Shah
Isma#il I,” Bulletin of the School of Oriental and African Studies 10 [1940-42]: 1006–53, esp. 1026).

122 Ahmad is one of the names of the Prophet Muhammad. Literally is means “most commendable.” The
reference in the poetry is clearly to the rise of Islam.

123 chu dawr-i nubåvva ba-AÈmad rasÊd/ qalam bar sar-i dÊgar ady§n kashÊd.
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designs became lesser for them” (chu §n aßl uft§d dar dast-ish§n/ bashad naqshh§-yi digar past-

ish§n). Just as a religion had canceled out all previous religions, the “Islamic” aesthetic
abrogated the Chinese aesthetic.124

Mir Sayyid Ahmad next notes the practice of looking at painting and drawing, and ob-
serves the privileged status of some practitioners over others: “The form that shows itself
in the tablet of the artist’s mind does not appear in everyone’s mirror of imagination.”125

It is here that the psychology of vision must be understood to supersede the physiological;
otherwise there would be true equality in seeing and perceiving, and in the creation and
discrimination of images. Mir Sayyid Ahmad, like Dust Muhammad before him, accords
a creative power to select individuals who are more capable of seeing and making the beautiful
and the true.126

This last concept is further developed in a long poem, its theme dominated by the story
of a competition between two artists. One of the king’s artists is likened to Mani. One of
the poem’s hemistiches alludes to the story of the Chinese attempt to trick Mani by polish-
ing the stone. It praises the Mani-like artist thus, “When he drew water on stone/every-
one who saw it broke his pitcher” (bar sang chu naqsh-i §b bastÊ/ har kis dÊdÊ sabå shikastÊ). More
couplets inform us that the artist’s pen possessed life (j§n-i khud-i qalamash) and that “his
depictions were an evil to religion” (ßåratgirÊyash bal§-yi dÊn båd). The king, however, “looked
upon his Mani with one eye” (mÊ-dÊd ba-m§nÊyash b§-yak chashm). Another of the king’s inti-
mates (qarÊn) was similarly “Mani-like in pen” (m§nÊ qalamÊ), and this second artist hated the
first. The second artist “wanted to make a trick/to deceive him with an image” (mÊ-khv§st

ki ÈÊla ba-s§zad/ b§ vay naqshÊ ba-makr b§zad). The second painter, using his imagination (khiy§l),
made an image of the king holding an arrow to the corner of his eye (ba-gåsha-yi chashm) to
remove a bend from the arrow. One had to close one eye in order to do so. The painting
made an allusion to the king’s attitude to the first artist—who he looked upon with one
eye. The painting made a visual pun and it also referred to the image’s deceptive power
by signaling the optical trickery of the bent arrow. Yet another inference is that the first
artist was defective—the king looked upon both artist and arrow with one eye. The poem
ends with praise of the second artist whom the king rewarded with two kingdoms—one
for his skill (hunar), the other for his imagination (khiy§l). The first artist was outdone. Suc-
cess lay not merely in an artist’s skilful performance but in the creative power of his imagi-
nation.

In the perceptual process alluded to by Dust Muhammad and Mir Sayyid Ahmad, there

124 The contemporary Safavid poet #Abdi Beg Shirazi wrote in his Rawîat al-ßifat (1559): “The Islamic brightness
of the Muslims/has made manifest the faults of the Franks” (quoted in Porter, “From the ‘Theory of the Two
Qalams’ to the ‘Seven Principles of Painting’,” p. 113).

125 paykarÊ ki dar lawÈ-i kh§ãir-i naqq§sh chihra mÊ-kush§yad dar §"Êna-yi khiy§l-i har kas råy na-nam§yad.
126 The same distinction is made in Ghazali’s writings on beauty, particularly in the Alchemy of Happiness

where he writes, “He who lacks the inner vision cannot perceive the inner form and he cannot derive pleas-
ure from it, love it and incline toward it. However, he who appreciates the inner values more than the outer
senses, loves the inner values more than the outer ones. There is a great difference between him who loves
the painted picture on the wall on account of the beauty of its outer form and him who loves a prophet on
account of the beauty of his inner form.” Ghazali also outlines the connection between the maker and his
work: “The beautiful work of an author, the beautiful poem of a poet, the beautiful painting of a painter or
the building of an architect reveal also the inner beauty of these men.” Ghazali’s writings on beauty were
compiled selectively by Richard Ettinghausen, “Al-Ghazz§lÊ on Beauty,” in Art and Thought: Issued in Honor of
Dr. Ananda K. Coomaraswamy, ed. K. Baratha Iyer (London: Luzac and Co., 1947), pp. 160–65.
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is no confusion between what is seen and what is made. In the process of perceptual scru-
tiny, as articulated by Ibn al-Haytham, the full properties of the object seen are assessed
through “perception by recognition” and not merely through “perception by sensation.”
Relying on the latter can produce visual error. In “perception by recognition,” the per-
ceived quality is fitted “under a certain concept or ‘universal form,’ a cognitive operation
which does not come into play in perception by pure sensation.”127 The creative role ac-
corded to the artist might be understood as the transformation of that which is seen into
an absolute. The physiology of perception results in a reflection formed in the artist’s mind
but one that is then filtered through his unique imaginative faculty in the act of making an
image. Hence, the motif of the mirror, in its numerous appearances in Dust Muhammad’s
preface and in other texts, requires distinction: it can be a site of illusory appearances, a
surface that gives an optical reflection of the world that nearly replicates the effects of sen-
sory experience. The mirror is only an intermediary to true perception, a notion given
expression in perceptual theories; the mirror’s reflections (in the artist) are subjected to change
in the creative process through his imagination.128

This creative formulation is found elsewhere. Sixteenth-century authors are unanimous
in their belief that the tenth-century vizier Ibn Muqla should be credited with the selec-
tion and proportional codification of the six scripts. Dust Muhammad attributes Ibn Muqla’s
invention in calligraphy to a vision he had experienced. #Ali b. Abi Talib came to Ibn Muqla
and instructed him in three of the six scripts. The example is also one of many in which
innate capacities are enhanced through supranatural intervention, usually in the practi-
tioner’s dream state.129 One of the Bahram Mirza album paintings (figs. 10–12) was origi-
nally an illustration to a manuscript of the Three MasnavÊs by the poet Khvaju Kirmani.130

Dust Muhammad included the painting in the album and ascribed it to #Abd al-Hayy. His
selection of this painting over others appears to have been motivated by the belief that
after #Abd al-Hayy’s death “all masters followed his works,”131 which made it a crucial example
in the history of stylistic transmission. When Bahram Mirza owned it, the manuscript was
refurbished, provided with new margins, illuminated headings, and an ex libris. Presum-
ably the painting was removed at that time.

127 Sabra, “Form in Ibn al-Haytham’s Theory of Vision,” p. 138.
128 The same combination—technical skill and ingenium—is found in Renaissance humanist art criticism.

Only certain practitioners possessed ingenium, or inspiration. See Kemp, “From ‘Mimesis’ to Fantasia’,” pp.
384–85. On the limitations that the mirror metaphor implies for creativity, “suspect because it might restrict
representation to mere surface reflections,” see Frederick Burwick, “Reflections in the Mirror: Wordsworth
and Coleridge,” in Reflecting Senses: Perception and Appearances in Literature, Culture, and the Arts, ed. Walter Pape
and Frederick Burwick (Berlin and New York: Walter de Gruyter, 1995), pp. 122–40; esp. p. 123.

129 Dreams could occur in either a sleeping or waking state. For a summary of the different forms of dream,
examples of dreams extracted from a variety of Persian literary sources, and references to studies about oneirocritic
interpretation and oneiromancy, see EIr, s.v. “Dreams and Dream Interpretation, ii. in the Persian Tradi-
tion” (Hossein Ziai). For the role of the visionary dream in Islamic society, see Henry Corbin, “The Vision-
ary Dream in Islamic Spirituality,” in The Dream and Human Societies, ed. G. E. von Grunebaum and Roger
Caillois (Berkeley and Los Angeles: University of California Press, 1966), pp. 381–408. Forms and agents of
inspiration in the dream are discussed by Fritz Meier, “Some Aspects of Inspiration by Demons in Islam,” in
ibid., pp. 421–29, esp. pp. 423–28.

130 London, BL Add. 18113. The manuscript is dated 798 (1396) at Baghdad. The scribe was Mir #Ali b.
Ilyas al-Tabrizi al-Bavarchi. One painting bears a painter’s name, Junayd Naqqash al-Sultani. The source of
the album painting in the Three MasnavÊs manuscript was analyzed by Verna R. Prentice, “A Detached Miniature
from the Masnavis of Khwaju Kermani,” Oriental Art 27, 1 (Spring 1981): 60–66.

131 va ba#d az fawt-i Khv§ja hama-yi ust§d§n tattabu#-i k§rh§-yi Êsh§n kardand.
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But why select this painting over one of the other nine illustrations in the Three MasnavÊs?
The answer may be found in the subject of the painting; it shows the book’s author Khvaju
Kirmani lying asleep in his bed being visited by an angel, as a host of other angels wait
outside. When the young poet awakes from his slumber, he finds “a new soul within his
frame,” and the interpretation of the event is that the child will be “a renowned monarch
in the realm of speech, and a poet known throughout the world.”132 A portion of the rel-
evant text embedded in the painting explains in the poet’s voice that the angel “brought a
message to me from the Exalted One.” The painting thus depicted a pivotal moment in
the poet’s life that brought about his artistic perfection. In the album, the biographical moment
is conflated with the artist’s life, and the painting becomes an allegory of a comparable
shift in artistic production.133 As Dust Muhammad wrote, #Abd al-Hayy occupied a criti-
cal role as transmitter, and presumably perfector, of Ahmad Musa’s style.

In the preface, tacit comparisons are made between album and Chest of Witnessing,
Creation, j§mkh§na. Cultural notions of the mirror used by Adam and lecanomancers for
purposes of divination are also to be found in ideas about visual perception and the artist’s
creative act. Dust Muhammad’s ultimate conceit may have been the claim that the album
was a series of mirrored surfaces in which were reflected the invisible, its works done by
specially gifted artists who were capable of unveiling something that remained hidden to
most people. Just as specially gifted and inspired artists create artworks of amazing won-
der, so only men of vision and perception can appreciate these works (hence the album).
This brings us back to the social/performative context of album production and recep-
tion: the “intimates” who are involved in them are, like the painters, a specially privileged
group. Artists, and patrons, and their collective milieu boast of specially endowed powers
of visual perception. Another full circle is the prophetic origin of the practice of depiction
and an aesthetic implication of Dust Muhammad’s story. If Daniel copied the portraits sent
to Adam by God, could one consider them a form of acheiropoeta, duplicates of images not
made by human hands, or what Hans Belting has called “unpainted painted images”?134

Two related elements—concepts of creativity and how the perceptual process is translated
into creative action—are now developed and linked together by the visual and formal ele-
ments of depiction.

GOD AND MAN, UNMADE AND MADE IMAGES, AND THE AESTHETICS OF VISION

Dust Muhammad opens his preface with praise of God’s creation, a commonplace in all
prefaces. God’s creation offered a rich metaphor for the album. Unlike other preface au-
thors, Dust Muhammad more fully integrates the exordium into the preface by connect-
ing its concepts to those developed in the section on the history of depiction. Key among

132 Translations are from Teresa Fitzherbert’s study on Khvaju Kirmani. See Teresa Fitzherbert, “Khw§jå
Kirm§nÊ (689–753/1290–1352): An Éminence Grise of Fourteenth Century Persian Painting,” Iran 29 (1991):
137–51; esp. 139–40. The relevant lines of poetry are missing from the London manuscript but are available
in Khvansari’s edition of the text. For the edition, see ibid., n. 8. The codicological problem is explained in
ibid., n. 40.

133 It is interesting that no attempt was made to claim divine inspiration for an artist through the dream
anecdote. Divine inspiration is frequently claimed for poets and calligraphers, but not explicitly for practi-
tioners of depiction.

134 See Hans Belting, Likeness and Presence: A History of the Image before the Era of Art, trans. Edmund Jephcott
(Chicago and London: University of Chicago Press, 1994), esp. chap. 4.
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the themes of the exordium is the idea that God first inscribed, or wrote, the events of
creation on the preserved tablet, the lawÈ al-maÈfåí, with pen and ink.135 On the tablet were
recorded, in Dust Muhammad’s words, “the united forms and dispersed models of the
archetypes.”136 Thus, Creation is preceded by a text of words; Creation finds its preexist-
ing analog preserved in heaven. God’s rationale is explained through common Arabic tra-
ditions—for example, that He “was a hidden treasure” that “wanted to be known”—that
Dust Muhammad weaves into his preface. God made “the mirror of creation a locus of
manifestation for names and traces”137 in a process likened to one of unveiling; “He seized
with the fingers of predestination the veil of nothingness from the countenance of being.”138

The world, viz. creation, is a manifestation of the other-worldly, each element of creation
a sign that functions as a relay to its heavenly archetype, pointing toward it but not reveal-
ing it.139

Dust Muhammad then pursues a metaphor of creation in which God is cast as a painter
wielding a pen on the “tablet of existence” (takhta-yi hastÊ; takhta, lit. board, plank, single
sheet of paper). He uses terminology drawn from the arts of the book—pages, scripts, rul-
ings, white, vermilion, black pens, an inkpot—to describe the process, and then, fearing
the implications of such a metaphor, although he has already made it, holds back, asking,
“Praise God! What am I saying?,” and uses a qualification which removes labor or manual
agency from God’s creative process. God speaks creation out of time and in no time.140 By

135 In some narratives of Creation, God is distanced from the act of process. In al-Kisa"i’s Qißaß al-anbiy§",
for example, God orders the pen to write. The Qißaß al-anbiy§" genre is among the richest sources for the crea-
tion narrative.

136 ßuvar-i mu"talif va paykar-i mukhtalif-i a#y§n-r§. According to al-Kisa"i, Azrael (the angel of death) faces to-
ward the preserved tablet —“He gazes on the Preserved Tablet and all creation is depicted before his eyes”
(al-Kis§"Ê, Tales of the Prophets, trans. Thackston, p. 15).

137 §"Êna-yi k§rd§r maíhar-i asm§ va §s§r-i khud s§kht.
138 ba an§mil-i taqdÊr parda-yi #adam az chihra-yi vujåd dar rubåd.
139 Citing the Koranic verse The Cave (al-Kahf ) in particular, Mottahedeh points out the “common Koranic

theme of the world as replete with the signs of God present to make any aware person mindful of God,” and
the distinction between such signs/exemplars (§yat) and wonders (#ajab) (Roy P. Mottahedeh, “#Aj§"ib in The
Thousand and One Nights,” in The Thousand and One Nights in Arabic Literature and Society, ed. Richard G. Hovannisian
and Georges Sabagh [Cambridge: Cambridge University Press, 1997], pp. 29–39, esp. 30). The theme is re-
flected in Dust Muhammad’s preface.

140 Koran 2:117, “Creator of the heavens and the earth from nothingness, He has only to say when He
wills a thing, ‘Be!,’ and it is.” An immediate parallel in the Christian tradition can be found in St. Augustine
who wrote that God spoke Creation. Camille interprets this as indicating a “strong phonocentric bias through
which commentators expressed the force of the Logos in human society” (Michael Camille, “Seeing and Reading:
Some Visual Implications of Medieval Literacy and Illiteracy,” Art History 8, 1 [March 1985]: 26–49; esp.
30). Another cross-cultural parallel would be to explore concepts of the revealed Word, and how it is or is
not embodied in the two religious traditions. The Christian doctrine of the incarnation was avoided for its
threat to the Muslim dogma of God’s indivisibility (tawÈÊd), one stated most forcefully in Koran 112:1–4, “Say:
‘He is God the one the most unique, God the immanently indispensable. He has begotten no one, and is
begotten of none. There is no one comparable to Him.’” Such fundamental differences have significant con-
sequences. Although the Muslim God favored human kind above all other creatures, there are few references
to Him making man in His image in contrast to the many in Christian theology. One of the risks in making
such a statement was tashbÊÈ, likening God to man and also of anthropomorphizing attributes and names of
God. One hadith, “God created Adam in H[h]is form” (khallaqa All§h $dam #al§ ßåratihi) has been interpreted
differently according to the third person suffix attached to form—thus, “God made Adam in Adam’s form,”
or “God made Adam in His form” (see Sells, Mystical Languages of Unsaying, p. 66). This hadith and a couplet
of poetry appear at the beginning of Dust Muhammad’s preface. The poem is similarly ambiguous. It ap-
pears in the middle of the Chest of Witnessing anecdote: “O you are made better than any other form!/ God
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these and other means, God’s creative act is distinguished from that of the human practi-
tioner.

Articulations about sensory perception through vision and creative practices emphasize
both the reflective element in the process of taking in forms, and the transformative act of
bringing it out.141 The careful manipulation of the mirror motif in Dust Muhammad’s text
and its repeated appearance throughout the preface drew out differences between passive
reflection and active production. Certain principles about agency were developed to cir-
cumvent the artist’s potential challenge to God’s creative prerogative,142 a charge that had
so frequently been addressed in traditions that countered idolatry,143 the claims made for
images, and sometimes the practice of image making itself. Thus, in some traditions, an
artist is called upon to breath life into his creations and fails, also with dire consequences.
In Dust Muhammad’s preface and elsewhere the distinction between passivity and activity
(in perception and cognition) separates groups of human agents, although the role performed
by cognitive activity is interpreted in sometimes opposite ways.144 One step beyond this is
the notion of the privileged maker whose creative capacities are perfected by supranatural
visitors who come to him in a dream or a waking state. Thus, special powers are accorded
to man in the dream,145 or may be present in him at birth as naturally occurring abilities.

Some of these claims are paralleled in the religio-cultural sphere of the early Safavid
period, where the dynasty’s founder Isma#il, for example, claimed quasi-divine status in
his poetry, either directly or by allusion;146 the dream could affirm the presence of pro-

fashioned you in H[h]is form” (ay zi hama ßårat-i khåb-i tu bih/ ßavvaraka All§h #al§ ßåratihi). Given that the typi-
cal function of such a poem is to magnify the text’s meaning and that the text preceding the poem deals with
the response of the companions of the Prophet Muhammad to an image of Adam on silk, “his” could refer to
Adam and thus to the companions made in Adam’s form. For a fascinating study of anthropomorphisms in
the hadith and the Koran, see Daniel Gimaret, Dieu à l’image de l’homme: les anthropomorphismes de la sunna et leur
interprétation par les théologiens (Paris: Cerf, 1997).

141 On the artist Shapur, Nizami writes, “The image came out of his imagination without the help of the
brush” (quoted in Porter, “From the ‘Theory of the Two Qalams’ to the ‘Seven Principles of Painting,’” p.
113).

142 The most detailed and expanded treatment of this subject to date is Bürgel, Feather of Simurgh, especially
the introduction and chaps. 1–3. Bürgel describes the artist’s agency as “mightiness” in conflict with God.
Bürgel traces the shift to mysticism’s development of the concept of the “the perfect man” (al-ins§n al-k§mil),
when “the idea of power became spiritualized in a new sense and man became capable of participating in
God’s mightiness in the spiritual sphere, even though this interior mightiness could also manifest itself in vis-
ible forms. . . . This belief promoted the arts, their mightiness now being comprehensible in the new light of
man’s licit magic and of his cosmic mightiness” (ibid., pp. 2–3).

143 Some of these traditions are listed in Arnold, Painting in Islam, chap. 1, esp. pp. 4–8.
144 For mystical writers, polishing the heart through piety and removing cognition serve as a way to anni-

hilate self and gain proximity to God as an act of unquestioning faith; for theorists of perception, the mind’s
mirror serves as an intermediary in the process of understanding the world but cannot be relied upon on its
own. Senses of perception are checked and controlled by cognition.

145 Shi#ism connected the dream to notions of inner prophethood, believing that all infallible imams had
true dreams. One manual on dream interpretation (taqsÊm) was widely attributed to the imam Ja#far al-Sadiq.
See EIr, s.v. “Dreams and Dream Interpretation, ii. in the Persian Tradition” (Hossein Ziai).

146 Shah Isma#il used poetry as a vehicle for inspiring support from his qizilb§sh followers. Isma#il’s poems
provide evidence that he wanted his followers to consider him a divine incarnation. See EIr, s.v. “Esm§#Êl I
‘afawÊ” (Roger M. Savory). In the introductory sections to the dÊv§n, Isma#il described #Ali as the “manifesta-
tion of God” (maíhar al-Èaqq) who embodied “God’s light” (når-i il§hÊ). Isma#il claimed himself to be #Ali’s re-
incarnation. For analysis of Isma#il’s poetry, see Minorsky, “The Poetry of Shah Isma#il I,” p. 1026. Excerpts
of his poetry are also translated and discussed by Wheeler M. Thackston, “The Diwan of Khata"i: Pictures for
the Poetry of Shah Isma#il I,” Asian Art 1, 4 (Fall 1988): 36–63. As late as 1629, Iskandar Beg Munshi noted
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phetic qualities in selected men just as it affirmed their politico-religious authority. In an
account of Shah Isma#il’s life, the #$lam-§r§-yi Sh§h Ism§#Êl, a lengthy account explains Isma#il’s
emergence as a divinely sanctioned and appointed vice-regent.147 The use of the term khuråj

to signify “emergence” possessed the resonance of the return of the occulted Twelfth Imam,
the mahdÊ, conferring upon Isma#il the status of a prefigurement. Although such claims were
toned down by the reign of Shah Tahmasp (that is, the extremist [ghuluvv] attributes of the
reigning shah were qualified and brought into line with an emerging Shi#ite hierocracy),148

dreams and their interpretation retained their place. In his memoirs, Shah Tahmasp de-
scribes several dreams and provides interpretations.149

Dust Muhammad’s preface suggests parallels between the Artangi Tablet and the Chest
of Witnessing. Both were used as proof of religion and revelation (Mani claimed his to be
a proof; the Chest of Witnessing proved itself through a proleptic function, viz. it contained
Muhammad’s portrait as it had been made at the beginning of time and later copied by
Daniel). Shah§da, the term used for the chest, also meant “evidence” and is used to refer to
the Muslim declaration of faith. Both were collections and involved comprehensiveness (Mani’s
audience proclaimed the Artangi Tablet to be complete; the Chest of Witnessing was un-
questionably complete within the bounds of the Islamic faith). Mani had made his painted
silk, despite his claim, whereas the Chest of Witnessing’s portraits survived as copies made
by Daniel. Thus, God not only fashioned the subjects of the phenomenal world that would
preoccupy painters, but He also brought paintings into existence, establishing a conven-
tion for two-dimensional image making. If Daniel copied these “unmade” images,150 argu-
ably their system of depiction is traceable to a divine source. By hinting at the special power
of such artists as Ahmad Musa, #Abd al-Hayy, and Sultan Muhammad, Dust Muhammad
is able to imply an aesthetic connection between the God-derived aesthetic in two-dimen-

that when Isma#il was age 7 “the ornament of imperial rule was visible on his auspicious brow, and the divine
glory ( farr-i ÊzadÊ) shone forth from his faith” (History of Shah #Abbas the Great, trans. Savory, 1:41).

147 The relevant passage is translated and discussed in Thackston, “The Diwan of Khata"i,” pp. 54–56.
148 In 1533, Shah Tahmasp issued a decree ( farm§n) in which he declared Shaykh #Ali al-Karaki the deputy

(n§"ib) of the imam, “thus devolving all supreme spiritual religious authority upon him as the most qualified
or ‘Seal of the mujtahids’ (kh§tam al-mujtahidÊn) and as the guardian of the heritage of the Seal of the Prophets
(MuÈammad)” (Arjomand, “The Clerical Estate and the Emergence of a Shi#ite Hierocracy in Safavid Iran,”
pp. 188–89). Arjomand notes that Tahmasp, “unlike his father and forefathers, had no pretense to divine
incarnation” (ibid. p. 188). Some years later, in 1554–55, some Sufis asserted that Shah Tahmasp was the
mahdÊ, a heresy that brought about their death (J. Aubin, “La politique religieuse des Safavides,” in Le Shî#isme
imâmite, Colloque de Strasbourg (6–9 Mai 1968) [Paris, 1970], pp. 235–44, esp. p. 239). For a discussion of such
extremist tendencies in pre-Safavid Twelver Shi#ism, see Mohammed Ali Amir-Moezzi, “Aspects de l’Im§mologie
Duodécimaine I: Remarques sur la Divinité de l’Imam,” Studia Iranica 25 (1996): 193–216.

149 Sh§h •ahm§sp ‘afavÊ, Tazkira-yi Sh§h •ahm§sb. One dream, listed under events in 938 (1531–32), records
a conversation between #Ali b. Abi Talib and Shah Tahmasp. On 18 Safar 961 (23 January 1554), at Nakhchivan,
Shah Tahmasp dreamed (ba-khv§b dÊdam) that the sky in the direction of the qibla was inscribed with writing
in ghub§r, the color of the heavens. Also connected to oneiromancy is the large-format manuscript of the F§l-
n§ma (Book of Divination) made for Shah Tahmasp in ca. 1550. The text was attributed to Imam Ja#far al-
Sadiq and contained omens and their interpretations. For a brief summary of the manuscript, see Canby,
Princes, Poets, and Paladins, p. 54.

150 Belting identifies two kinds of cult images used in Christendom. “One kind, initially including only images
of Christ and a cloth imprint of St. Stephen in North Africa, comprises ‘unpainted’ and therefore especially
authentic images that were either of heavenly origin or produced by mechanical impression during the life-
time of the model. For these the term a-cheiro-poeton (‘not made by hand’) came into use, in Latin non manufactum.”
The second kind of image “appears to include only icons of the Virgin . . . but is believed to be the work of
a painter” (Belting, Likeness and Presence, p. 49).



lifting the veil from the face of depiction 193

sional form and the one that Ahmad Musa recovered. Expressed through an image com-
parable to—but not the same as—God’s act of creation, Ahmad Musa lifted a veil to fash-
ion material.151

The creative concept of transforming what is seen into its absolute or trying to trans-
form the phenomena in the visible world so that they point back toward some hidden form
permeates Persian literature.152 Dust Muhammad describes creation as “a locus of mani-
festation of names and traces,” phenomena which pointed to their transcendent archetypes.
His use of the ubiquitous veiling image invokes the mystical concept of the interior (b§ãin)
and exterior (í§hir), of esoteric and exoteric knowledge. Neoplatonic in origin, such theo-
ries of emanation and the correspondence of macrocosm and microcosm were absorbed
into the Islamic world view in the eleventh century.153

In some respects such theories go a long way toward rationalizing the formal and
compositional values of the Persianate painting, and several scholars have done just that.
Sayyid Hossein Nasr describes Persianate painting as “a reminder of a reality which tran-
scends the mundane surroundings of human life,” and the space of the painting “is the
space of the ‘imaginal world’”; the painting “reflects the sacred in this world.”154 In his
analysis of the portrait through literary and visual sources, Yves Porter asserts that the use
of the term “portrait” (whether paykar, chihra, or ßårat) cannot mean “a photographic re-
production, a double of the real image”; what is sought in the image is the original, “a
vision superior to reality that transcends the object.”155 Studies of poetry have made simi-
lar inferences,156 as have considerations of non-mimetic visual modes such as geometry.157

151 A critical difference between God and man’s creative powers was defined—God could bring matter
into being whereas man could only fashion preexistent matter. See EI2, s.v. KhalÎ (R. Arnaldez). The need
to define man’s creative powers as different from God’s creatio ex nihilo is discussed by von Grunebaum, “Aes-
thetic Foundation of Arabic Literature,” pp. 333–34.

152 Many of these references are mentioned in NecipoÅlu (Topkapi Scroll, chaps. 10 and 11) where the philo-
sophical underpinnings and aesthetic issues are also treated in full, but focusing mainly on geometry, not on
figural art.

153 Bürgel, Feather of Simurgh, pp. 40–41. A convenient primer on Neoplatonic thought in Islam, specifically
in the writings of the Brethren of Sincere Purity (Ikhw§n al-‘af§" ) is by Ian Richard Netton, Muslim Neoplatonists:
An Introduction to the Thought of the Brethren of Purity (Ikhw§n al-‘af§") (Edinburgh: Edinburgh University Press,
1991). NecipoÅlu summarizes the development, noting how the thought of Aristotle and Plato was reconciled
in Islam and the philosophical sciences “disseminated between the ninth and late tenth centuries. . . . After
the consolidation of the Sunni revival in the eleventh century, however, orthodox refutations of philosophy
multiplied. Aesthetic theories tinged with Neoplatonism were revised according to dominant orthodox sensi-
bilities, distilled into popular form through Sufism, and assimilated into the mainstream of medieval Islamic
culture” (NecipoÅlu, Topkapi Scroll, p. 186).

154 Sayyed Hossein Nasr, “The World of Imagination and the Concept of Space in the Persian Miniature,”
Islamic Quarterly 13, 3 (July–Sept. 1969): 129–34; esp. 133–34.

155 Porter, “La forme et le sens,” pp. 220–21. Porter reiterated some of these ideas in the article “From
the ‘Theory of the Two Qalams’ to the ‘Seven Principles of Painting’,” pp. 109–18, esp. 113. A recent study
about portraiture that summarizes many of the prevailing notions and cultural views of the portrait is Priscilla
Soucek, “The Theory and Practice of Portraiture in the Persian Tradition,” Muqarnas 17 (2000): 97–108, esp.
101. Soucek refers to Papadopoulo’s characterization of a unifying aesthetic of Islamic art as “inverisimilitude”
(ibid., pp. 97–98).

156 Chelkowski, Soucek, and Ettinghausen cite the words of the poet Nizami, “Poetry is the mirror of what
is visible, and what is invisible . . . the curtain of mystery, the shadow of the prophetic veil” (Peter Chelkowski,
Priscilla P. Soucek, and Richard Ettinghausen, Mirror of the Invisible World: Tales from the Khamseh of Nizami [New
York: Metropolitan Museum of Art, 1975], p. 9).

157 This is the interpretative vector which runs throughout Gülru NecipoÅlu’s study of ornament in praxis
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In the medieval Christian West, which shared a philosophical heritage with the Islamic
East, comparable explanations are suggested for the preferred aesthetic features of the symbolic
or ideational in art. For example, Yves Bonnefoy asserts that “art must turn away from
the material, or rather away from figurative constraints in order to grasp, through the fun-
damental sympathy that unites the image and its model, that reflection of the intellect, the
Νoυς that is the only true reality.”158 Bonnefoy writes:

André Grabar has demonstrated the close links between the ideas of Plotinus and early Chris-
tian art. He shows how, in late antiquity, certain techniques served to draw the absolute into
the work: the denial of space, reversed or radiating perspectives, simplified modelling, the
subordination of natural forms to regular geometric schema; all these were logically implied
by the ideas of Plotinus. But the Middle Ages in their entirety, the whole of Italy until the
time of Cimabue, drew on this art and its sense of the timeless.159

Some of the dangers in these hypotheses reside in the values attached to formal elements
and features (figuring again the formalist claim of universal attributives of form). The shared
philosophical heritage at the root of Muslim and Christian aesthetics might explain
commonalities between the art of the two traditions and therefore bridge the problem of
an image’s formal values as culturally encoded. Connections between an image’s forms and
the values ascribed to them were accepted conventions and not absolutes.160 However, Dust
Muhammad’s articulations structured through complex extended metaphors and allusion
help to answer this problem, not only as preface but also through the union of preface
with physical examples of images.

Implicit in Dust Muhammad’s argument is that Persianate painting’s mode of depicting
and its products (paintings or drawings) found a satisfactory solution to the problem of creating
an image. He addresses this notion when he writes of depiction’s origin in Daniel, “be-
cause of this the painter’s mind need not be scratched by the thorn of despair.” Depiction
(painting/drawing) was conceptually and practically linked to writing through #Ali b. Abi
Talib, and Daniel vouchsafed the noble lineage of portraying. From reading Dust Muhammad,
we sense that anything thought consonant with an optical naturalism, an image that pro-
duced an equivalent of what the sensory perceptions revealed in an initial act of gazing at
phenomena (in an act comparable to the mirror’s reflection), was entirely unacceptable and
suspect. It may have been partly because such visual elements of the image could suggest
movement, changeability, flux, and duration, and hence create the illusion of a living and
breathing sentient creature thereby arrogating a power reserved to God alone.161 This visual

and theory in fifteenth- and sixteenth-century Iran. NecipoÅlu matches geometries to contemporary debates
and theories of aesthetics and perception (NecipoÅlu, Topkapi Scroll, esp. chaps. 10 and 11).

158 Yves Bonnefoy, “Time and the Timeless in Quattrocento Painting,” in Calligram: Essays in New Art His-
tory from France, ed. Norman Bryson (Cambridge: Cambridge University Press, 1988), pp. 8–26, esp. 12–13.

159 Ibid., p. 13.
160 See W. J. T. Mitchell, “Looking at Animals Looking: Art, Illusion, Power,” in Aesthetic Illusions: Theoreti-

cal and Historical Approaches, ed. Frederick Burwick and Walter Pape (Berlin and New York: Walter de Gruyter,
1990), pp. 65–78, esp. pp. 67 and 87; and for the specific instance of mimesis and resemblance, Michael Peglau,
“On Mimesis and Painting,” Art Criticism 4, 3 (1988): 1–25, esp. 4 and 9.

161 This may be connected to theories of optical perception where the so-called common sensibles (mo-
tion, rest, shape, sizes, motions) were often thought to produce error in judgment about what is sensed. See
Irving Block, “Truth and Error in Aristotle’s Theory of Sense Perception,” Philosophical Quarterly 11, 42 (January
1961): 1–9, esp. 1. The special sensibles—always true—included colors, sounds, tastes, smells, and tactile sen-
sations.
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phenomenon is referred to in Muhammad Muhsin’s preface as “Christian breaths” (anf§s-

i masÊÈ§), invoking a tradition about Jesus breathing life into clay birds that he had fash-
ioned—the miracle occurred only because God allowed it to be so.162 It takes us back also
to Firdawsi and the chief priest’s request that Mani breathe life into his forms. This is yet
another respect in which Dust Muhammad’s argument through metaphor and allusion cannot
be compared to those of other preface writers, whether contemporaries or coming before
or after. Sometimes writers praised artists because they had brought life to “inanimate forms,”
a metaphor which risked the arrogation of illicit powers and claims to practitioners. One
of the most common figures of speech in Persian literature compares an artist to Mani; it
appears as a simile in Khvandamir/Amini’s preface163 and in Mir Sayyid Ahmad where
an artist is likened to Jesus and the clay birds which he brought to life. Dust Muhammad
uses neither of these.

At another level of metaphorical comparison, Dust Muhammad disparages Mani’s pa-
thetic converts who, deceived by the artist’s trivial and playful images, accepted them as
their model (mashq), all the while contrasting them to Daniel’s better choice of model, the
images brought into existence and sent by God to Adam. Because Dust Muhammad dis-
tinguishes between the forms of picture making (rasm-i ßårat-s§zÊ) practiced in Europe, China,
and Persia, it would seem reasonable to conclude that he and his contemporaries made
such visual distinctions. The Persianate audience was very receptive to the Chinese aes-
thetic, but they had their preferences. Evidence of an interest in works associated with the
sensibility and culture of the Chinese literati is entirely absent, assuming that such works
in fact had been available to the Safavids or to the Timurids before them.164 Numerous

162 In the extended kh§tima of his preface, some of it culled from Kashifi’s Anv§r-i suhaylÊ, Muhammad Muhsin
contrasts the form of “life” or “spirit” ( j§n) in calligraphy and what he refers to as “Christian breaths.” The
segment reads:

Gazing at their calligraphies bestows life
and calligraphy offers protection from affliction and sadness.

No, no, each letter is like Christian breaths
When we look carefully at it, it bestows life.

Their calligraphies possess such grace
That His ink bestows light upon vision.

(nií§ra-yi khaãã-ish§n rav§n mÊ-bakhshad
va zi miÈnat va gham khaãã am§n mÊ-bakhshad

na na ki chu anf§s-i masÊÈ§ har Èarf
chun nÊk naíir kunÊm j§n mÊ-bakhshad

khaãã-i Êsh§n zi bas ki hast laãÊf
når bakhshad sav§d-i å ba-baßar)

It is also possible that the breath is an allusion to God’s creation of Jesus and the Koranic verses 15:29 and
38:72 (used by Dust Muhammad) “And when I have made him and breathed into him of My spirit.” The
words used for “to breathe” (nafakha) and “spirit” (råÈ) are not used in the prefaces. The allusion would not
be intended as a parallel, of course, but as another means of emphasizing the difference between God’s crea-
tive powers and those of man. Only God has the power to bestow life.

163 Sometimes Mani is mentioned as someone who could be outdone or duped by an artist (Mir Sayyid
Ahmad).

164 The lure of Chinese art and responses to it had been ongoing since at least the Ilkhanid period in Iran.
For a general discussion about the reception of Chinese painting and the types of materials found in a Per-
sian context, see Toh Sugimura, The Encounter of Persia with China: Research into Cultural Contacts Based on Fifteenth
Century Persian Pictorial Materials (Osaka: National Museum of Ethnology, 1986); Max Loehr, “The Chinese
Elements in the Istanbul Miniatures,” Ars Orientalis 1 (1954): 85–89; and Basil Gray, “A Timurid Copy of a
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works of Chinese origin, or made after Chinese models, were bound into the Bahram Mirza
album. Although some of the subject matter (religious themes, birds, and flowers) and icono-
graphic intricacies may have been lost on the Safavids, the album’s paintings tend to echo
features that were known to the Persianate audience through their own tradition: boldly
scaled and brightly colored works which combined flat fields of color with strong contours
in line.

European art was another matter. Although the album does not illustrate Mani’s work,
and it is not certain what someone like Dust Muhammad thought it looked like, it is tempting
to identify one painting in the album that seems to offer an equivalent to such a duplici-
tous visual system as we understand it from exceptions taken in the Mani Artangi Tablet
story. The European work datable to after ca. 1530 (fig. 13) is the only one in the album.165

It lacks any introductory caption, and is a portrait of a young man, either Venetian or
Florentine,166 wearing a cloth hat with gold brooch, a dark jacket open at the neck to re-
veal a white undershirt with the top button undone; he stands in three-quarter pose, eyes
wide open and lips slightly parted. His mouth, eyelids, lips, and ears are warmed by pas-
sages of red and pink, which counteract the youth’s otherwise ashen complexion. The modeled
features of the face produce a web of shadows and light, patches of color arranged across
the smooth two-dimensional surface of the painting disrupted only in a few passages by
rougher brushstrokes. It is a wholly different visual effect from those pages of Safavid por-
traits mounted in the Bahram Mirza album, which are often inscribed with the name of
the sitter. In them, pure fields of color dominate, figures are lit from a multiplicity of sources
and not a single one, and line is not subsumed by color. In the European aesthetics of vi-
sion, represented by the portrait of the young man, devices are employed to bring the im-
age toward the illusion of a reflection of things in the world, but the Persianate aesthetics
of vision locates the creative act, the image, and goal at one remove beyond things seen.167

Chinese Buddhist Picture,” in Islamic Art in the Metropolitan Museum of Art, ed. Richard Ettinghausen (New York:
Metropolitan Museum of Art, 1972), pp. 35–38. Scholars of Chinese painting have only recently escaped from
the dominant focus on literati painting and thus many of the materials in the Istanbul albums have generally
fallen outside the parameters of their interests. Among the studies on non-literati painting is Marsha Weidner,
ed., Latter Days of the Law: Images of Chinese Buddhism 850–1850 (Lawrence, Kan.: Spencer Museum of Art, University
of Kansas, 1994).

165 A second example portraying a seated scribe was removed from the album in the early twentieth cen-
tury. For the story, see Roxburgh, “Disorderly Conduct?,” esp. pp. 39–40, and fig. 14. The work, attributed
in modern scholarship to Gentile Bellini or Costanzo da Ferrara/Costanzo da Moysis, bears an illuminated
caption that names the artist as Ibn Mu"azzin, “who is among the famous European masters” (#amal-i Ibn Mu"azzin
ki az ust§d§n-i mashhår-i farang ast). Shading is used in the painting to model the figure, especially visible on the
furrowed sleeves and cloth turban, and stippling for the volumetric treatment of the face. The painting is
currently in Boston, Isabella Stewart Gardner Museum, no. P15e8.

166 Fol. 115a, 365 x 240 mm, oil on paper? The work has been torn and slightly damaged in some pas-
sages to reveal the paper support. European—Florentine or Venetian—provenance, after Bronzino, ca. 1540.
I thank Malcolm Campbell, Elizabeth Cropper, and John Shearman for sharing their thoughts on this paint-
ing.

167 And hence offering another parallel, this time to music. Writing about a tune he invented, Amir Khusraw
Dihlavi (1253–1325) wrote: “It is in the main based on Ih§m and Khay§l, my own invention. Ih§m is con-
summated by use of words echoing each other in sound and sense or resembling each other in body and build.
Khay§l is elaborated by letting the imagination go free among the objects and the phenomena around so as
to hold a mirror to the universe and to populate the mind with dreams” (cited in Bürgel, Feather of Simurgh, p.
107).
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One feature of Persianate painting acquires a particular charge in comparison to the
European example: namely the suppression of traces of execution on the painted surface
and an increase in the density and miniaturization of the visual information. Every ele-
ment across the entire two-dimensional field surface is given equal weight. Persian paint-
ing may be regarded as a window on the world, but in it compositional elements are stacked
vertically to convey relationships of figures to each other in space and not through a
perspectival scheme. The suppression of evidence of manual presence intersects with a
recurring emphasis in prefatory texts where achievement is described as miraculous, as
something to marvel at and to wonder over.168 The artist’s brush is hair-splitting (må-shik§f).
The artist’s technical skill makes it impossible for the viewer to comprehend how an im-
age has been made. It is as if the image were born into this world unmade. Another factor
that prompted surprise and wonder were the new combinations or reworkings of motifs
and themes, as in Sultan Muhammad’s endless reworkings of designs (ãarÈ).169

The implications of this internal view of Persian aesthetics are far reaching, especially
because scholarship to date has either doubted that the Persians had a developed aesthetic
theory and a conscious understanding of an art history tradition or has chosen not to pur-
sue those aspects of interpretation. Formal readings, either with or without sensitivity to
written sources, have characterized the Persianate painting tradition as non-optically-naturalist
but for the wrong reasons. Perhaps it has been difficult to escape the legacy of early schol-
ars: writing in 1928, Arnold observed, “In Muhammedan literature no attempt has ever
been made to work out any independent system of aesthetics or to arrive at an apprecia-
tion of art for its own sake.”170 Binyon, Wilkinson, and Gray made similar remarks, assert-
ing that no attempt was made to have an image “conform as closely as possible to visual
appearances,” that artists did not make painting a “voyage of discovery,” but were con-
tent to “express themselves in an art without atmospheric effect, without light and shade,
an art which owed nothing to the study of anatomy or the study of perspective.”171 They
concluded that “Persian painting betrays no intellectual grasp of the structure of things.

168 The tenth-century writer Raghib al-Isfahani writes “#ajab and ta#ajjub are states which come to a person
at the time of that person’s ignorance of the sabab [cause] of something” (Mottahedeh, “#Aj§"ib in The Thou-
sand and One Nights,” p. 30).

An extension of this response, or its adjunct, is often the statement in the Persian sources of the “reality”
of the image. Grabar notes how this paradox has absorbed scholars of Persianate painting, especially Soucek
and Golombek, who discussed “images which do not deal with spatial or physical verisimilitude and texts
which almost always do” (Oleg Grabar, “Persian Miniatures: Illustrations or Paintings,” in The Persian Presence
in the Islamic World, ed. Richard G. Hovanissian and Georges Sabagh [Cambridge: Cambridge University Press,
1998], pp. 199–217, esp. p. 217). Cultural-encoding/convention might be one way to allow for the different
formal languages to which “likeness” or “resemblance” to the referent is attributed except that in the Dust
Muhammad album differences between visual traditions are expressed in words and shown by example. Thus,
in Persian sources expressions of “reality” clearly cannot be taken literally. In his early study of responses to
images, Sakisian talked of their “trompe l’oeil effect” by reading the sources too literally (Sakisian, “Esthétique
et terminologie persanes,” p. 144). The relationship between image and referent exists at the level of its being
an absolute sign of the referent and thus as something that points beyond it. Soucek has recently developed
this theory of the relationship between image and referent with specific regard to the portrait (Soucek, “Theory
and Practice of Portraiture,” pp. 97–108, esp. 101).

169 Von Grunebaum proposed a similar response for poetry (“Aesthetic Foundation of Arabic Literature,”
p. 328).

170 Arnold, Painting in Islam, p. 37.
171 Binyon, Wilkinson, and Gray, Persian Miniature Painting, p. 5.
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The Persian outlook is essentially and incurably romantic. It enjoys what is marvelous, it
is quite ready to believe the incredible.”172

If a theory of art could be defined for Persianate painting of the fourteenth through six-
teenth centuries, it would be achieved only through a comparison with the canon of West-
ern European art. Definition would be made through a structure of opposition. Binyon,
Wilkinson, and Gray privilege the Western form of image-referent relationship, an opti-
cal-naturalism thought to produce a closer equivalent to reality. Their teleological concept
of Western art is based on the progressive refinement of formal elements (shading, modeling,
perspective)—a history of visual problem solving—and the result of the comparison is to
characterize the Persianate painting tradition as static. Binyon, Wilkinson and Gray’s re-
marks would be less troubling if it were not for the fact that their descriptive language has
retained its currency in many studies of Persianate painting up to the present day.

Further, given that the painting tradition was seen to exist in a predominantly aniconic
culture that often disparaged image makers and was deeply concerned about image use, it
was thought to be a covert activity. Cast in this light, the “fantastic” world of Persianate
painting and its rebuttal of perceived reality were read as decorative (hence “romantic,”
“marvelous,” “incredible”). The painters did not concern themselves with approximating
optical experience because of their predilection for whimsy, in a kind of sentimental rela-
tionship to the world. But it is clear from Dust Muhammad’s preface that the history of
depiction was understood and explained along different lines, pointing yet again to the
problems inherent in the method of definition through sets of polarized traits. The paint-
ing tradition’s visual form avoided the problem of usurping God’s creative prerogative and
was achieved in visual terms by turning away from an optical-naturalist mode of depic-
tion, so that what was depicted could not be confused with its referent out there in the real
world. In fact, approximating an illusion of optical perception had never been their objec-
tive in the opinion of Dust Muhammad. Moreover, artists worked within a tradition bound
by convention, originating with Ahmad Musa and continuing until the Safavid period through
a series of perfections, a heightened intensity and purity of color, a precision of line, the
forging of compositional units that redesigned and perfected the subject. The place accorded
to models and the role of copying in practice were repeatedly stressed, through Daniel’s
first act of copying God-given painted models, through the creative process of Sultan
Muhammad’s versions, and in the numerous slightly reworked visual models that are to
be found in the album. In this way, Dust Muhammad also addresses the cultural encoding
of a visual tradition, the fact that no maker operated freely within the field of practice.
The depictor’s goal was to depict the meontic, “what is not there,”173 but to do so he turned
to models of the art tradition traceable to Ahmad Musa and to the faculties of his imagi-
nation.

the preface as justification

The apologetic dimension of Dust Muhammad’s narrative on the origins and history of
depiction strikes every reader. But it should now be clear that this surface reading floats

172 Ibid.
173 The term was used by Thomas McFarland and cited by Burwick, “Reflections in the Mirror,” p. 127.

McFarland contrasts the mimetic from the meontic.
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on a many-layered set of references that are pregnant with meaning. Dust Muhammad
theorizes that Persianate depiction is a history of inherited graphic outlines, or a series of
archetypes refined and perfected in the course of a visual tradition. The objective of the
visual archetypes was to cut through or see past the appearance of the visible and to make
a distillation of essential properties that would parallel heaven’s hidden or veiled arche-
types, just as writing does. After all, God’s revelation came through the vehicle of Arabic
script, and the history of calligraphy is explained as a process of perfecting the letters of
the alphabet by continuous refinements, often helped along by the intervention of such
figures as #Ali b. Abi Talib. Dust Muhammad’s assimilation of depiction to writing (a de-
velopment he attributes to #Ali b. Abi Talib) reiterates #Abdi Beg Shirazi’s so-called “Theory
of the Two Pens,” which occurs in a versified section on the “Excellence of Art” in his
$"Ên-i IskandarÊ (Rules of Alexander). #Abdi Beg Shirazi composed the $"Ên-i IskandarÊ in 1543–
44, one year before Dust Muhammad’s preface.174 The idea was a pervasive one, and two
subsequent authors refer to it, to make depiction licit. Qutb al-Din Muhammad quoted
from #Abdi Beg Shirazi in a preface he composed in 1556 for an album to be examined at
royal assemblies; 175 Mir Sayyid Ahmad also referred to the concept in the preface he com-
posed for the Amir Ghayb Beg album compiled in 1564–65.

#Abdi Beg Shirazi and Dust Muhammad’s assimilation of depiction to writing may have
been in response to Shah Tahmasp’s growing indifference to painting. This loss of interest
is usually dated to ca. 1544–45,176 also the date of Bahram Mirza’s album. Moreover, scholars
maintain that by 1556, Shah Tahmasp’s rejection of painting was so complete that it led
him to issue the edict of Sincere Repentance, prohibiting the secular arts in Iran.177 Re-
cently, Soudavar argued that Shah Tahmasp had already repented in 1534 but made no
mention of painting or calligraphy when he did so.178 Moreover, he tolerated the infrac-
tions of the decree by his painters when they engaged in irreligious vices, such as drink-
ing.179 Soudavar moves the debate outside the framework of religious exception, suggest-
ing that Shah Tahmasp’s increased indifference to painting applied equally to calligraphy180

and that the cause may have been a hereditary opthalmic disorder, which not only made
it hard for him to see and appreciate small-scale detail work in painting and calligraphy
but also might even have been painful.181 Evidence of the arts of the book, notably the
F§l-n§ma (Book of Divination, ca. 1550), and architectural decoration at Qazvin shows that
projects for Shah Tahmasp were continued and suggest that efforts were made to com-

174 For a recent analysis of the text, see Porter, “From the ‘Theory of the Two Qalams’ to the ‘Seven Principles
of Painting’,” pp. 109–18.

175 Noted by Adle, “Les artistes nommés Dust-MoÈammad,” p. 222.
176 Welch, Artists for the Shah, p. 4. During the same year (1544), the Mughal emperor Humayun visited the

Safavid court and left with two artists, Mir Sayyid #Ali and #Abd al-Samad, from the royal kit§bkh§na. See
Soudavar, “Between the Safavids and the Mughals,” p. 49, and pp. 50–51. According to Welch, Shah Tahmasp’s
interests in the arts were at a “low ebb” by the 1550’s (ibid., p. 5).

177 Dickson and Welch, Houghton Shahnameh, 1:45.
178 Soudavar, “Between the Safavids and the Mughals,” p. 51.
179 Ibid.
180 Ibid. His interpretation is founded in references in Budaq Munshi Qazvini’s Jav§hir al-akhb§r where

distinctions are not made between calligraphers and painters.
181 Ibid., pp. 51–52.
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182 The evidence of Qazvin is less compelling given the long tradition of wall painting in Iran, one known
quite well from the Timurid period onward.

183 The statement was made by Rogers in his additions to the Turkish text by ÇaÅman and TanÌndÌ, trans.,
edited and expanded by Rogers, The TopkapÌ Saray Museum: The Albums and Illustrated Manuscripts, p. 23.

184 A positive role was accorded to Dust Muhammad’s explanations about depiction by Soucek. She pro-
posed that it came about as a desire “to make painting an intellectual activity” (idem, “Nií§mÊ on Painters
and Painting,” p. 12).

pensate for the limitations imposed by his failing eyesight.182 Shah Tahmasp’s withdrawal
as a patron increased the likelihood that other patrons of lesser rank could attract talented
practitioners to work on their commissions.

What immediate events prompted individuals like #Abdi Beg Shirazi and Dust Muhammad
to explain depiction, whether its prophetic origins, its God-derived aesthetic, or the funda-
mental origin of depiction in writing is ultimately not completely ascertainable. But these
expressions reveal a set of shared beliefs about the nature of depiction. Thus, the com-
monly held opinion that Dust Muhammad’s preface and other writings are merely “ex-
post facto justifications” for depiction, “and little better anyway than high-flown gush”183

requires revision. A concurrent examination of preface and album indicates a conception
of art history that is far from superficial.184 Preface and album constitute a remarkably self-
referential system that puts Dust Muhammad’s conception of art theory and artistic trans-
mission into action. His demonstration and explanation of the morality of depiction ulti-
mately put it on a par with calligraphy. A person’s application to the study of calligraphy
promised great rewards. Collections of calligraphies by famous masters of the past offered
access to those people, the collection acting as an aesthetic moralia: study of the traces of
great men of the past offered models of ethical behavior. In the Bahram Mirza album,
depiction—painting and drawing—could now claim a status approaching that of calligra-
phy.
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Fig. 3. Prophet Muhammad and the angel Gabriel standing before a giant angel; painting from the Mi#r§j-

n§ma. Ascribed to Ahmad Musa by Dust Muhammad. Opaque pigment on paper, 282 × 238 mm (painting).
Topkapi Palace Library, Bahram Mirza album, H. 2154, fol. 31b. (Photo: Topkapi Palace Museum, Istanbul)
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Fig. 4. Angel Gabriel carrying the Prophet Muhammad over water; painting from the Mi#r§j-n§ma. Ascribed
to Ahmad Musa by Dust Muhammad. Opaque pigment on paper, 196 × 240 mm (painting). Topkapi Palace
Library, Bahram Mirza album, H. 2154, fol. 121a (upper half). (Photo: Topkapi Palace Museum, Istanbul)

Fig. 5. Gabriel and the Prophet Muhammad gazing at the Sidrat al-muntah§; from the Bayt al-ma#mår, painting
from the Mi#r§j-n§ma. Opaque pigment on paper, 157 × 241 mm (painting). Topkapi Palace Library, Bahram
Mirza album, H. 2154, fol. 121a (lower half). (Photo: Topkapi Palace Museum, Istanbul)
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Fig. 6. Royal couple in a landscape. Painting ascribed to Ustad Dust (Dust Divana/Dust Musavvir) by Dust
Muhammad. Opaque pigment and gold on paper, 255 × 186 mm (painting). Topkapi Palace Library, Bahram
Mirza album, H. 2154, fol. 121b. (Photo: Topkapi Palace Museum, Istanbul)
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Fig. 7. The Prophet Muhammad riding on Buraq attended by Gabriel. Drawing ascribed to Shah Muzaffar
by Dust Muhammad. Ink on ivory paper, 328 × 209 mm (drawing). Topkapi Palace Library, Bahram Mirza
album, H. 2154, fol. 40b. (Photo: Topkapi Palace Museum, Istanbul)
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Fig. 10. Angel of inspiration visiting the sleeping poet
Khvaju Kirmani; painting from a manuscript of the Three

MasnavÊs of Khvaju Kirmani (manuscript dated 1396 at
Baghdad). Ascribed to #Abd al-Hayy by Dust
Muhammad. Opaque pigments, gold, and ink on pa-
per, 313 × 195 mm (painting and caption). Topkapi Pal-
ace Library, Bahram Mirza album, H. 2154, fol. 20b.
(Photo: Topkapi Palace Museum, Istanbul)

Fig. 11. Angel of inspiration visiting the sleeping poet
Khvaju Kirmani; painting from a manuscript of the Three

MasnavÊs of Khvaju Kirmani (manuscript dated 1396 at
Baghdad). Detail showing the angel and poet. Topkapi
Palace Library, Bahram Mirza album, H. 2154, fol. 20b.
(Photo: Topkapi Palace Museum, Istanbul)

Fig. 12. Angel of inspiration visiting the sleeping poet
Khvaju Kirmani; painting from a manuscript of the Three

MasnavÊs of Khvaju Kirmani (manuscript dated 1396 at
Baghdad). Detail showing angels and the starry sky.
Opaque pigments, gold, and ink on paper, 313 × 195
mm (painting and caption). Topkapi Palace Library,
Bahram Mirza album, H. 2154, fol. 20b. (Photo: Topkapi
Palace Museum, Istanbul)

10

11

12
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Fig. 13. Portrait of a young man. Painting attributable to Florence or Venice and after Bronzino, ca. 1540.
Oil pigment on paper(?), 365 × 240 mm (painting). Topkapi Palace Library, Bahram Mirza album, H. 2154,
fol. 115a. (Photo: Topkapi Palace Museum, Istanbul)
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CHAPTER SEVEN

EPILOGUE

“Books smile as pens shed tears”

al-#Attabi

“Books are the shells of wisdom,
which are split open for the pearls of character”

Buzurgmihr

“A black object unveils its opposite
As night the uncovering of the dawn.

I have sent you this, and though dumb
It holds conversation with the eyes about that with which it is entrusted

Silent it is if its veil be clasped;
Sparkling when it is opened for enjoyment.”

al-Sari b. Ahmad al-Kindi

These three quotations—two aphorisms and a poem—that extol the virtues of books are
among the numerous examples gathered by Ibn al-Nadim in his tenth-century survey of
Muslim culture.1 His Fihrist also contains a section on the virtues of calligraphy compris-
ing a list of sayings of wise men from the pre-Islamic period up to his own time. Ibn al-
Nadim was not alone. Other authors both then and after recorded a rich body of sayings
about books and calligraphy. Some of these collections—one example is by Abu Hayyan
al-Tawhidi (d. after 1009–102)—were prefaced by discourses on technical matters and
some by glosses on terms commonly used to refer to the formal features of calligraphy.
Sayings about calligraphy often constituted the content of calligraphic specimens and col-
lectively became the lore about the practice that was transmitted by the calligraphers
themselves and was thus not only limited to works of belles-lettres.

Literature on the value of calligraphy, the preeminent art form of Islamic cultures, grew
rapidly during the period of the Abbasid caliphate and continued until the sixteenth cen-
tury. The arts of depiction, however, were much less frequently discussed in the early lit-
erary tradition, which only yields occasional references to artists and images. The most
complete development of a written tradition about art, incorporating calligraphy, depic-
tion, and allied practices of the arts of the book, emerged in the album preface around the
middle years of the sixteenth century. By the later years of the fifteenth century, works of
history and biography contained references to calligraphers, artists, and other practitio-
ners at renowned courts; in the sixteenth century the custom of writing biographical sketches
centering on the practice of art became axiomatic. Following developments in late fifteenth-
century historical and biographical works, calligraphers inserted narrativized lists of makers
into their technical treatises on calligraphy. It was also in the transition from the fifteenth

1 Ibn al-NadÊm, Fihrist, trans. Dodge, 1:18–22.
2 See Rosenthal, “Abå \aiy§n al-TawÈÊdÊ on Penmanship.”
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to the sixteenth century that the earliest prefaces were composed for albums. Written by
members of the Persian bureaucratic class these first album prefaces consisted of themes
culled from the literary tradition that would remain constant in all album prefaces of the
sixteenth century with two major additions: a narrativized list of sequential biographical
sketches and anecdotes. It was left to the calligrapher to institute these additions and to
present the preface as a history of art.

The idea of adding a preface to albums no doubt had its precedent in prefaces to books.
This already established genre dictated the general framework of the album preface by
providing its themes, its lexicon of terms, and its poetic images which were not merely surface
ornament but extended into the deep structure of the text. Rhetoric also offered a means
of organizing aesthetic experience and notions about art into language. In the tradition of
prefatory genres, those written for albums had two unique characteristics: its narrativized
list and its attempts to mold the hybrid contents of the new literary form into a single topic—
art.

Knowledge about the history of art and artistic practices was expressed through biogra-
phy, an episteme of linked, sequential practitioners, a method also widely applied to the
histories of other pursuits. Similarities between the historical dimension of the preface and
those of other disciplines extended to the conceptual relationship of the work as a trace of
its maker, a concept that finds its analogue in historical and biographical writing gener-
ally. The production of history and biography was driven by a desire for remembrance, a
concern also expressed in the album’s preservation of works by masters of the art tradi-
tion. The language and criteria of judgment used in the preface find their parallel in an
ethical literature concerned with mankind’s potential for perfectability.3 Some persons were
more perfect than others, or so the prefaces proclaim, and practitioners were accorded a
privileged status among the most perfect. The practitioner not only increased his skill through
painstaking effort but also possessed innate capacities that distinguished him from other
people. Venerable practitioners were models for the preface reader and album viewer to
follow. The preface also accords this distinction to the viewer, building on a concept of
the morally and spiritually developed person fully incorporated into the Perso-Islamicate
literary tradition.

By the sixteenth century, the functions of art, architecture, and literary endeavor and
what such pursuits promised to the patron had been fully articulated. Cultural practices
and their sponsors formed an image of the ideal court and generated a courtly ethos in-
herited and reproduced over time and from court to court. This continuity of practice and
ethos was ensured by a class of courtiers who could be counted on to guard their heritage
despite changes in the political order. Although the album was a relative newcomer to the
court’s cultural forms and activities, it easily fitted into preexisting practices by being or-
ganized according to the epistemes of history-biography and ethics. The recent achieve-
ments of the Timurid court in Herat offered the most powerful and appealing model for
the Safavid courtiers.4

3 For a detailed study of the early development of these notions, see Oya PancaroÅlu, “ ‘A World Unto
Himself’: The Rise of a New Human Image in the Late Seljuk Period (1150–1250),” Ph.D. diss., Harvard
University, 2000.

4  Looking, in particular, at Fakhri Haravi’s Jav§hir al-#aj§yib (Wonderous Jewels), a biography of women
poets, Szuppe writes: “It seems that the cultural and intellectual life of Her§t was more intense than pre-
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All these factors came into play in generating the album preface’s particular literary tone
and texture. The stylized rhetoric of official courtly Persian literature,5 including its eti-
quette, exemplarity, and wilful intricacy of words and layering of meanings that had then
to be excavated were the textual priorities of the preface writer. It became art historical,
presented the way responses to art were articulated, and how word, image, and maker were
to be judged.6 More prescriptive than descriptive, the preface represented a cluster of so-
cial expectations and formal conventions. In writing the preface, the calligrapher was dem-
onstrating his acumen, integrating knowledge, and showing his command over the requi-
site language. In short, the calligrapher was following the courtly behavior that earlier authors
like Murvarid and Khvandamir/Amini had followed before him.

The ultimate progeny of the sixteenth-century prefatory tradition is Qazi Ahmad’s Gulist§n-

i hunar written between 1596 and 1606.7 The all-encompassing dimension of Qazi Ahmad’s
text is figured by the hundreds of biographies of practitioners that he inserts into it. It con-
tains information derived from written sources of the sixteenth century interwoven with
passages composed by Qazi Ahmad himself and excerpts culled from such sources as Budaq
Munshi Qazvini’s history and the prefaces by Qutb al-Din Muhammad, Mir Sayyid Ahmad,
and Shams al-Din Muhammad. In literary form, rhetoric, and organization of informa-
tion about the tradition it replicates, the album preface is best exemplified by those of Dust
Muhammad, Malik Daylami, Qutb al-Din Muhammad, and Mir Sayyid Ahmad. The only
differences between Qazi Ahmad’s text and the album preface proper lie in the addition
of a technical treatise—Sultan #Ali Mashhadi’s ‘ir§ã al-suãår (1514)—and a conclusion (re-
ally an appendix) with recipes and instructions for making ink and pigments.8 The over-
building of contents in the Gulist§n-i hunar sealed its fate. Although generically similar to
the album preface, it far exceeded it in length, making it overly long for an introductory
text. Arguably, the fullness of Qazi Ahmad’s text was possible because it was freed from
the literary challenges imposed by the preface.9

After reading this book, those familiar with the art histories of pre-modern Europe and
China may have found similarities to the Persian tradition of the sixteenth century. Points
of similarity include the methodological challenges posed by the written sources when coming

viously thought, more widespread and more deeply engrained in the upper levels of society, because it in-
cluded women. This is observed among the Her§tÊ intellectuals close to court circles (both Persian and Turkic),
local Xorasani noble families, and political elites” (Szuppe, “The Female Intellectual Milieu in Timurid and
Post-Timurid Her§t,” p. 134).

5 The literary style found in the album preface finds its origin in the chancellery style developed by court
officials and secretaries, a style which they had applied earlier to the composition of dynastic histories. See
Meisami, Persian Historiography, p. 10.

6 Some of these themes continue in a Mughal context. See for example the poem written by Abu Talib
Kalim (d. 1645) in response to seeing an album (Welch, et al., The Emperor’s Album, pp. 42–43).

7  Porter has worked on dated recensions of the manuscript and determined that the first identifiable copy
was completed by 1596. A second copy with additions and developments of certain details was made by 1606.
See Porter, “Notes sur le ’Golestan-e Honar’ de Qazi Ahmad Qomi,” pp. 210–12.

8 The treatise and conclusion were not present in the known recension dating to 1596 but were included
into the expanded 1606 version when other changes were made. See ibid., pp. 211 and 215.

9 Qazi Ahmad has little to say about the composition of the text and the decisions that he made. He briefly
remarks about it in the beginning section where he describes why he wrote the treatise and expresses his hope
that the finished work may find its home in the kit§bkh§na of Shah #Abbas. See Q§îÊ AÈmad, Gulist§n-i hunar,
ed. Khv§ns§rÊ, pp. 5–6; trans. Minorsky, Calligraphers and Painters, p. 44.



chapter seven212

to grips with their literary dimensions; the literary texture of the written source;10 histori-
cal parallels, including features of the sociocultural networks and contexts in which the texts
were produced;11 interrelated aesthetic conceptions;12 methods used to organize a tradi-
tion and its impact on the formation of a canon; and the folding together of history, aes-
thetic theory, and criticism into written sources.13 A detailed analysis of these points of simi-
larity and difference extends beyond the framework of this study.14 That noted, several points
of difference can be identified and discussed here, especially those that have a direct bear-
ing on the understanding of the nature of Persianate art historiography during the sixteenth
century.

The first point of difference involves the notion that the increased prominence of the
artist’s biography in particular is evidence of his rising status. Despite the problems inher-
ent in gauging the nature of this change over the fifteenth and sixteenth centuries the fact
remains that references to depiction and to artists occur with increasing frequency in bio-
graphical and historical works and in album prefaces. It is not until the very end of the
sixteenth century, however, that a text written by an artist surfaces, Sadiqi Beg Afshar’s
Q§nån al-ßuvar.15 Until Sadiqi composed his treatise on the practice of depiction, treatise
literature had been the exclusive domain of the calligrapher (working in the context of the
kit§bkh§na and/or chancellery) and prefaces written only by calligraphers or bureaucrats of
noble families who moved in court circles.

Recently J. Michael Rogers questioned the status of album prefaces as history of art; of

10 From a large body of literature on this subject the following three studies can be singled out, Michael
Baxandall’s Giotto and the Orators: Humanist Observers of Painting in Italy and the Discovery of Pictorial Composition,
1350–1450 (Oxford: Clarendon Press, 1971); Rubin’s Giorgio Vasari: Art and History, esp. chap. 4; and Maguire’s
Art and Eloquence in Byzantium. All three examine literary traditions on art in relation to rhetoric. A slightly
different tack is taken by Ernst Kris and Otto Kurz, Legend, Myth, and Magic in the Image of the Artist: A Historical
Experiment (New Haven and London: Yale University Press, 1979), who examine the recurrence of concep-
tions about the artist in biographical forms from the Hellenistic period to the Renaissance, specifically the
persistence of leitmotifs and the artist anecdote.

11 Such a study could examine the constitution of the court in various cultural settings and the social con-
texts, for example the literati gatherings, in which art was viewed and discussed. For the latter, see Deborah
Del Gais Muller, “Hsia Wen-Yen and His T’u-Hui Pao-Chien (Precious Mirror of Painting),” Ars Orientalis
18 (1988): 131–48.

12 The most obvious parallel is the central place accorded to calligraphy in both the Islamic and Chinese
traditions and the relationship between calligraphy and the representation of forms other than written char-
acters. Painting was theorized along the same lines as calligraphy and literature in pre-modern Iran, just as it
had been in China. Comparative analysis could draw on a rich body of literature written in China that com-
bines technical advice with the history of tradition and that also expresses aesthetic concepts. For examples
of the Chinese treatise literature, see Chang Ch’ung-ho and Hans H. Frankel, Two Chinese Treatises on Callig-
raphy: Treatise on Calligraphy (Shu Pu) Sun Qianli; Sequel to the “Treatise on Calligraphy” (Xu shu pu) Jiang Kui (New
Haven and London: Yale University Press, 1995); and Susan Bush, The Chinese Literati on Painting: Su Shih (1037–
1101) to Tung Ch’i-chang (1555–1636) (Cambridge, Mass.: Harvard University Press, 1971). For similarities in
training by use of models and the calligrapher’s relationship to tradition in particular, see Lothar Ledderose,
Mi Fu and the Classical Tradition of Chinese Calligraphy (Princeton: Princeton University Press, 1979).

13 All three are combined in Vasari (Rubin, Giorgio Vasari: Art and History, p. 2) and would not be separated
out until the eighteenth century.

14 One study that deals in part with a cross-cultural analysis of artistic traditions, focused on the central
theme of collecting, is Alsop’s Rare Art Traditions. Art history is one of what he terms “linked phenomena” in
a collecting culture.

15 For a translation, see Dickson and Welch, Houghton Shahnameh, 1:259–69. Dickson and Welch date the
Q§nån al-ßuvar to the period between 1576 and 1602. The treatise was included in a gathering of texts written
by Sadiqi Beg during his lifetime (ibid., 1:259).
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their authors, he remarked: “Their treatises are not art-historical works but addresses to
patrons: if they were practitioners themselves their works could be cited to ennoble the
craft of painting; but the patron-dedicatee, even of the finest illustrated manuscript, never
gave way to the connoisseur—commissioner—any more than it has ever done in any other
culture.”16 Rogers, perhaps including texts such as that by Qazi Ahmad and not just the
prefaces exemplified by Dust Muhammad, notes the formality of the relationship between
the author and the primary reader he is addressing (i.e., ruler, prince). He also seems to
propose that such texts would have been different had artists written them, in that they
would have incorporated more references to painting and drawing. Such a proposition that
the author’s primary profession determined the content of the text raises the question about
the intended role that the written source, including the preface, was meant to play. It sug-
gests that the preface was used to bring about change, that it had the power to persuade
its reader to act in a certain way or to think about depiction in particular terms. It also
claims that the incorporation of references to depiction in the sixteenth-century context
was in part intended to enhance the status of the practice, even to intellectualize it.17 In
the Renaissance context, the same intention has been ascribed in the artist’s turn to the
writing of literature, Vasari being its most famous proponent.18 By writing about depiction
in a specific language, the artist could show his verbal acumen and visual knowledge, and
thereby bring the art form into the center of an intellectual discourse where it had not had
a place before.

But what we know of the artist’s status at the Safavid court suggests an altogether differ-
ent rationale for the preface. Sketchy as they are, references in a range of sources indicate
the potential for an intimate relationship between selected artists and the august patron of
royal or high-ranking non-royal status. The artist—and calligrapher, of course—not only
worked for the patron but participated in courtly activities. Moreover, the arts of depic-
tion occupied a central, unquestioned role in the cultural pursuits of the court, in the pro-
duction of illustrated and unillustrated books (in the latter through techniques such as illu-
mination and marginal schemes), single-page images, and découpage. Patronage was court-
centered and there existed no craft or trade-guild structure for painters (or calligraphers)
beyond this economic framework. Depiction needed no text to argue either for its need or
its merits; its high status was a given. If the preface had any kind of agency, it was to pro-
vide examples of the patronage of artists, in addition to calligraphers, to structure a rela-
tionship between contemporary and past patrons.

A second issue is the nature of responses to art outlined in the preface and whether or
not the prefaces might be understood as embodiments of theoretical notions. It is clear that
the prefaces were subject to certain structures of literary expression developed in courtly

16 J. Michael Rogers, “Centralisation and Timurid Creativity,” Oriente Moderno n. s. 15 [77], 2 (1996): 533–
50; esp. 546.

17 Soucek suggested this for Dust Muhammad (“Nií§mÊ on Painters and Painting,” p. 12).
18 See Rubin, Giorgio Vasari: Art and History, esp. p. 5; and Rossi, “Sprezzatura, Patronage, and Fate,” p. 60.

Rossi provides examples of condescension to artists in the face of their attempts to be “remembered as gentlemen
and literati” (ibid., pp. 60–61). See also Francis Ames-Lewis, The Intellectual Life of the Early Renaissance Artist
(New Haven and London: Yale University Press, 2000). By the end of the sixteenth century a literature had
developed in which the artist’s relationship to the patron was described along with the abilities the artist should
possess (Robert Williams, “The Vocation of the Artist as Seen by Giovanni Battista Armenini,” Art History
18, 4 [December 1995]: 518–36).



chapter seven214

literature and that it was desirable that those structures be retained; they controlled the
preface’s content and were the reason behind the absence of lengthy descriptions of works
of art. The Persianate art historical tradition did not develop a rhetorical genre of ekphrasis,
the description of a work of art commonly found in Western art literatures.19 But it would
be incorrect to deduce that the habit of description did not exist, even though textually
recorded descriptions of paintings are rare and the descriptive aspect of the text requires
definition.

#Abdi Beg Shirazi, the Safavid court poet who flourished in the middle years of the six-
teenth century, composed a Khamsa, titled Jann§t al-#adan (The Gardens of Paradise) at Shah
Tahmasp’s request. In its poems the gardens and palaces of Qazvin form the central sub-
ject. One of the Khamsa’s poems, the DawÈat al-azh§r (The Blazing Tree),20 includes descriptions
of paintings in addition to its main focus on the iwan of the Chihil Sutun and two other
palaces.21 The poetic framework and the descriptions express similar concerns and exhibit
similar results to those encountered in the prefaces: a marked preference for structure and
for prescribing the viewer’s affective responses in the aesthetic experience and not to ar-
ticulate the image’s minutiae of form and content.22 The language of the preface does not
attempt to produce a semblance of the absent, or removed, object present in the viewer’s
mind.23 Despite this similarity, however, it should be remembered that the preface accom-
panied an album, an object which had been constructed to allow visual examination of
collected calligraphies, paintings, and drawings. The union between text and image obvi-
ously made lengthy description redundant. For similar reasons, prefaces were not vehicles
for developing a theory of aesthetic effects and principles of practice, although they con-
tain allusions to both. But from all of these allusions, inferences, and hints we may not
assume that theoretical notions were absent or technical knowledge scarce.24 The text op-
erates within a tradition of discursive representation that seems to us wilfully obscure but
which was actually conventional. This coyness of the text engages the reader in the mental

19 The literature on ekphrasis is vast and complex, especially when it deals with different genres at differ-
ent times. Useful studies about ekphrasis, with detailed bibliographies, include Norman E. Land, The Viewer
as Poet: The Renaissance Response to Art (University Park, Penna: Pennsylvania State University Press, 1994); Ames-
Lewis, Intellectual Life of the Early Renaissance Artist, chap. 9; Alpers, “Ekphrasis and Aesthetic Attitudes in Vasari’s
Lives”; and Liz James and Ruth Webb, “‘To Understand Ultimate Things and Enter Secret Places’: Ekphrasis
and Art in Byzantium,” Art History 14, 1 (March 1991): 1–17.

20 For an edition of the text, see #AbdÊ Beg ShÊr§zÊ, DawÈat al-azh§r, ed. Abå al-Faîl H§shim Ev-Oghli
Rahimov (Moscow: D§nish, 1974).

21 See Ehsan Echraghi, “Description contemporaine des peintures murales disparues des palais de ’âh
•ahmâsp à Qazvin,” in Art et société dans le monde iranien, ed. Chahryar Adle (Paris, 1982), pp. 117–26, esp. pp.
123–26.

22 In this respect it is comparable to Roger de Piles abbreviated Lives of Vasari (1697–99). Alpers notes a
shift of emphasis in his book to a “viewer’s experience of painting rather than the explication of a picture”
(Svetlana Alpers, “Roger de Piles and the History of Art,” Wolfenbütteler Forschungen 48 [1991]: 175–88; esp.
180).

23 Although the individuating power of ekphrasis has been questioned in the European context; see Alpers,
“Ekphrasis and Aesthetic Attitudes in Vasari’s Lives,” esp. p. 191.

24 Comparable in balance and focal points are written sources of the medieval West. Noting these fea-
tures, Barret comments on the puzzle that the tradition “should have left virtually no criticism of individual
works and hardly any speculation on the nature of art.” He then provides a useful summary of the types of
texts that are available and what they include. See Cyril Barret, “Medieval Art Criticism,” British Journal of
Aesthetics 5, 1 (January 1965): 25–36; esp. 25. Focusing on art historiography of the same historical context is
E. F. Van Der Grinten, Elements of Art Historiography in Medieval Texts (The Hague: Martinus Nijhoff, 1969).
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gymnastics of a literary complex, perhaps to reflect the contemporary belief in the dissimi-
larity of words and images and that words were inadequate for conveying visually perceived
phenomena.25

Numerous social and cultural factors worked together in the sixteenth century to crys-
tallize a series of developments, most of which had taken place by the final years of the
fifteenth. These developments were critical to the articulation of the history of a tradition
and its masters in a new literary form that found its primary context in the album. At the
end of the century came texts like Qazi Ahmad’s monumental biography and Sadiqi Beg’s
Q§nån al-ßuvar. Inspired by his encounter with a certain Qutb al-Din Muhammad in Baghdad,
Mustafa #Ali went on to write his Men§kib-i hünerver§n in 1587 at a time when he lamented
the absence of a patron in Istanbul equal to the likes of Sultan Husayn Mirza or Mir #Ali
Shir Nava"i. It is not surprising that the fullest text—Qazi Ahmad’s—and the one that broke
the mold—Sadiqi Beg’s—should have appeared at a time when everything was changing.26

Although Shah #Abbas’s cultural projects replicated the long-standing idea of the court and
its cultural prerogatives, the disruption created during the years when Shah Isma#il II and
Muhammad Khudabanda ruled and the later years of Shah Tahmasp’s reign had brought
about an entirely new context for the production of art. The execution of single-sheet paintings
and drawings was now integrated into an economic structure that supported speculative
production, effectively freeing the practitioner from the need for a patron. It may well be
that larger social and economic reforms played a major role in transforming the nature of
the relationship between court patronage and production. Whatever the precise causes of
the change, the dense and rich output of art historiographic literature in the sixteenth cen-
tury—especially its cluster of album prefaces—was such as we have not seen in Iran at
any time since. In hindsight the court formation of the sixteenth century appears to have
been quite fragile, subject to a slow erosion. Its tightly drawn elite circle of participants
and players was scattered and unable to reunite by the century’s end, a fact of critical con-
sequence to the dissemination of knowledge. But it was also a time of new aesthetic priori-
ties in the visual and literary arts for which the old court-centered model was no longer of
use.

25 Scholars of Renaissance art literatures have framed the same question even if they have not pursued it.
Commenting on the better understanding of the debt of Renaissance art literature to Classical rhetoric, Goldstein
(“Rhetoric and Art History in the Italian Renaissance and Baroque,” p. 643) goes on to remark: “What has
not been shown, or not with equal clarity, is how the language-based system is to be understood in relation
to the visual arts it purports to define and evaluate.” Moreover, noting the problems of connecting ekphraseis
to the works of art they purportedly described, James and Webb (“‘To Understand Ultimate Things and Enter
Secret Places’,” p. 9) suggest a shift of focus, that “ekphraseis should be used to examine perceptions about
art rather than particular works.”

26 Several years after Qazi Ahmad and Sadiqi Beg, Iskandar Beg Munshi would sit down to compose his
T§rÊkh-i #§lam§r§-yi #Abb§sÊ (completed by 1629). Dating to several years after the last preface studied in this
book (1609), his history contains numerous biographies of calligraphers and artists that are very much the
same as the model developed by Khvandamir for the practitioner’s tazkira. But as Savory has noted, Iskandar
Beg Munshi’s history is “perhaps the last in the chain of great Persian medieval histories” (History of Shah #Abbas
the Great, trans. Savory, 1:xviii).
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APPENDIX 1. DESCRIPTION, LITERATURE, AND RECENSIONS

murvarid’s preface to the album for mir #ali shir nava"i

Description.  The recensions of Murvarid’s preface included in his insh§", known as the Sharaf-

n§ma, are usually copied in a script that combines features of naskh and nasta#lÊq in black
ink with red ink used for transitional phrases and to introduce poetic segments.

Literature.  Murvarid’s preface has been published twice: Roemer, Staatsschreiben der Timuridenzeit,
pp. 131–35, no. 74, German translation, and Persian facsimile (fols. 74a–76a); and M§yil
HaravÊ, “Muraqqa# s§zÊ dar dawra-yi TÊmårÊ§n,” Hunar va mardum 143 (1305): 32–36. Haravi
includes a Persian edition of the preface.

Recensions. Roemer notes the likelihood that other manuscripts of Murvarid’s Sharaf-n§ma

exist in Istanbul collections. To his list (see ibid., pp. 24–25) the following two manuscripts
should be added: (1) Munsha"§t-i #Abd All§h Murv§rÊd (Istanbul, TSK H. 828), copied by
Muhammad Muhsini in Egypt, Ramadan 962 (20 July–18 August 1555), the preface cov-
ers fols. 135b–137a, and it is given a slightly different title, Insh§"-yi muraqqa#-i Haîrat AmÊr

Nií§m al-DÊn #AlÊ ShÊr. For a general description of H. 828, see Fehmi Edhem Karatay, TopkapÌ

SarayÌ Müzesi Kütüphanesi Farsça Yazmalar KataloÅu (Istanbul: TopkapÌ SarayÌ Müzesi YayÌnlarÌ,
1961), no. 328. (2) The Süleymaniye Library (Hüsrev Paâa 515, titled Majmå#a, fols. 123b–
260b). The preface is called Insh§"-yi muraqqa#-i \aîrat-i MÊr (fols. 228b–230b) and varies
only slightly from the other known recensions. The Persian text reproduced in Roemer’s
facsimile is in Istanbul, IUL F. 87 and is dated 958 (1551). Still other recensions are listed
in D§nishpazhåh, “DabÊrÊ va nivÊsandagÊ,” no. 8, Hunar va Mardum 111 (January 1972):
48–56; 53.

KHVANDAMIR/AMINI’S PREFACE TO THE ALBUM COMPILED BY BIHZAD

Description. Khvandamir/Amini’s preface, included in Khvandamir’s insh§" manual called
the N§ma-yi n§mÊ, is usually copied in black ink in nasta#lÊq with titles in red ink. The edition
of the preface examined here is from the Paris manuscript of the N§ma-yi n§mÊ (Paris, BN,
supp. persan 1842, fols. 118b–120a; 187 fols., 240 x 130 mm, ink on colored papers).
Muhammad b. Malik Muhammad al-Ustadi finished copying it during the second ten-day
period of the month of Sha#ban 1020 (19–28 October 1611).

Literature. A transcription and translation of Khvandamir/Amini’s preface was first made
available by Mirza Muhammad Qazwini and L. Bouvat ("Deux documents inédits relatifs
à Behzâd,” Revue du monde musulman 26 [1914]: 146–61, pt. 1). A complete English transla-
tion with notes appeared shortly thereafter (Arnold, Painting in Islam, pp. 35–37). More re-
cently, Ebadollah Bahari published an abridged English translation with the Persian text
(Bihzad: Master of Persian Painting, pp. 181–84). All these authors used the Paris recension.

Recensions. Several manuscripts of the insh§" are referred to in published catalogues, but a
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critical edition is still not available. One is the Paris recension (E. Blochet, Catalogue des

manuscrits persans de la Bibliothèque Nationale, 4 vols. [Paris: Bibliothèque Nationale, 1905–34],
4:279–81, no. 2337), which is dated 925 (1519). Blochet’s catalogue entry gives a summary
of the contents of the N§ma-yi n§mÊ. A second recension of the manuscript is owned by the
India Office Library, London: it bears the variant title, Insh§"-yi Ghiy§s al-DÊn (Hermann
Ethé, Catalogue of Persian Manuscripts in the Library of the India Office [Oxford: Horace Hart,
1903], 1:1137–39, cat no. 2055, currently ms. no. DP434A). According to Ethé, the latest
dated item in this defective recension is 929 (1522–23), a slightly later date than the manuscript
in Paris. Ethé suggests that the N§ma-yi n§mÊ was compiled between 1526 and 1530. A third
and fourth recension are listed by Bahari as London, BL Or. 11012, and Moscow, Inst.
Navodov Azii ms. no. 2398. Additional recensions are listed in D§nishpazhåh, “Muraqqa#
s§zÊ va jung nivÊsÊ,” p. 187, n. 22. Danishpazhuh contests the attribution of the preface to
Khvandamir, suggesting that he copied it from Amini (p. 188). For other recensions, see
D§nishpazhåh, “DabÊrÊ va nivÊsandagÊ,” no. 6, Hunar va Mardum (November 1971): 46–52;
esp. 47.

DUST MUHAMMAD’S PREFACE TO THE BAHRAM MIRZA ALBUM

The preface is a unicum and exists as an autograph in Istanbul, TSK H. 2154 (album,
149 fols., 484 x 345 mm; preface text, fols. 8b–17b). The album was probably assembled
in Tabriz, and the preface is dated 951 (1544–45).

Description. The preface lies between fols. 8b and 17b of the album in an uninterrupted
sequence. It is written in nasta#lÊq in black, gold, and colored inks (white, red, blue, light
green, lapis-lazuli and pink), selected to contrast and harmonize with an equally wide va-
riety of colored papers. The color of paper used is typically contrasted with that of the
paper margin; each margin is in a single unmodulated color and is sprinkled with gold.
The text pages are enlivened by the use of differently colored inks that highlight words,
Koranic quotations, and the titles of rulers. Poetry is placed in intercolumnar rulings in-
scribed in black and gold to distinguish it from the prose. All of the preface folios are marked
with catchwords to aid collation.

As in other album prefaces, an elaborate double-page illuminated frame marks the be-
ginning. These first two pages (fols. 8b–9a) are sumptuous; written in blue and white inks
on a solid gold ground, the text panels are enshrined in a double-page illuminated frame.
These frames are ubiquitous in Islamic books and follow the structure and layout devel-
oped for both Korans and secular manuscripts, where they served either to magnify im-
portant points in the book or to signal their subdivisions.

In part because of preconceptions about the appropriate location of a preface, some scholars
have suggested that the integrity of the beginning folio sequence (fols. 1b–7b) in the Bahram
Mirza album has been compromised. A survey of the location of other sixteenth-century
prefaces in the albums they accompany yields various possibilities. The Bahram Mirza album’s
fourth folio (fol. 4a–b) is certainly not part of the original as demonstrated by its anoma-
lous decorated paper margins and by the style of illumination used to decorate its calli-
graphic specimens. A codicological examination of the remaining folios in this sequence
(fols. 1a–8a) reveals that in the unlikely event that some of them had been taken from later
points in the album, the preface could never have followed immediately after the ex libris
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on fol. 1a, a conclusion established principally from two fixed points in the sequence (fol.
1a–b and fol. 8a–b) and supported by auxiliary evidence.

The first point (fol. 1a–b) is the opening medallion; it is followed by facing pages (fols.
1b–2a) assembled from paintings and drawings. The second fixed point (fol. 8a–b) is a cal-
ligraphy by Princess Sultanum, followed by the first page of the album preface. Sultanum’s
calligraphy on fol. 8a faces another (fol. 7b) executed and signed by her. With only one
exception (fol. 7a), the pages between these points—that is, fols. 2b–7a (fol. 4a–b is not
included)—are composed of specimens by calligraphers who were either exact or near con-
temporaries of Bahram Mirza and were employed by Safavid patrons.

Facing the preface’s epilogue (fol. 17b) is a page assembled from three calligraphies signed
by Bahram Mirza, Baysunghur, and Khalil Allah. This calligraphic page is numbered fol.
17a (two folios were given the number 17 during the album’s modern pagination). The
reverse side of this page is composed of a painting depicting a falcon, which faces another
painting of the same subject (on fol. 18a). The second falcon leads on to a calligraphic page
with works by Muhammad Rahim and Nawruz Ahmad (fol. 18b), and a run of pages signed
by the Uzbek ruler #Abd al-#Aziz (fols. 19a–20a). The next two pages (fols. 20b–21a) pair a
late-fourteenth-century Jalayirid painting ascribed by Dust Muhammad to the master #Abd
al-Hayy with a Chinese bird-and-flower painting on silk.

Literature. The first complete publication of Dust Muhammad’s preface in Persian was un-
dertaken by M. Abdullah Chaghtai (A Treatise on Calligraphists and Miniaturists: \§l§t-i Hunarvar§n

[Lahore: Chabuk Savaran, 1936]). The text has numerous errors but most are minor. Bayani’s
subsequent publication of the preface in Persian (Bay§nÊ, AÈv§l va §s§r, 1, 1, pp. 192–203,
no. 317) is useful but it also contains errors, and he does not always indicate where he has
omitted passages. A third transcription was published by Fikri Saljuqi (Zikr-i barkhÊ az

khushnivÊs§n va hunarmand§n [Kabul: Anjum§n-i T§rÊkh va Adab, 1349/1970], pp. 4–20). It
is little more than a reiteration of Chaghtai, but without the preface’s introductory remarks
(not included are TSK H. 2154, fols. 8b, 9a, 9b, 10a, 10b, and 11a up to line 3). Saljuqi
provides notes and a commentary. The most recent Persian transcription of the preface is
Mayil Haravi (“DÊb§cha-yi Dåst MuÈammad Gavash§nÊ HaravÊ,” in Kit§b §r§"Ê dar tamuddan-

i isl§mÊ, pp. 259–76). It is also incomplete and does not systematically indicate lacunae.
Dust Muhammad’s preface attracted scholarly attention in the West after its abridged

translation—which reads more like a summary in places—appeared in 1933 (Binyon,
Wilkinson, and Gray, Persian Miniature Painting, pp. 183–88, app. 1). Thackston produced
the first unabridged English translation (Thackston, A Century of Princes, pp. 335–49). Ex-
tensive notes accompany it and provide information on the historical personages cited by
Dust Muhammad, the years when the artists and calligraphers were active (established from
signed and dated manuscripts), and notes on art terminology.

shah quli khalifa’s preface to the shah tahmasp album

The preface is a unicum and exists as an autograph in Istanbul, IUL, F. 1422 (album, 89
fols., 318 x 187 mm; preface text, fols. 1b–4b, 21b, 27b). The preface is undated but was
probably completed before 1558.

Description. At present the Shah Tahmasp album preface runs from fol. 1b to fol. 4b; the
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album begins with an ex libris on fol. 1a, and the preface opens with an illuminated head-
ing on fol. 1b. The next two pages of the preface are located on fols. 21b and 27b and are
integral to the folios to which they are attached. The a sides of fols. 21 and 27 are com-
posed of paintings from a fourteenth-century KalÊla wa Dimna manuscript. Although the album
opened with the preface (following immediately after an illuminated ex libris on fol. 1a)
and ran until fol. 4b, fols. 21b and 27b indicate that it was not arranged in a continuous
sequence when the album was compiled; rather, it was interspersed with folios on which
paintings were attached.

The text is written in black ink in nasta#lÊq on smooth ivory paper with blue and gold
inks highlighting transitional segments, names, and Arabic quotations. Small dots of gold
serve as punctuation marks and to divide couplets of poetry (absent from fol. 21b). The
margins are of different colors and are sprinkled with gold.

Literature. The preface is unpublished. Edhem and Stchoukine used it for their brief de-
scription of the album, noting that Shah Quli Khalifa assembled it for Shah Tahmasp (Fehmi
Edhem and Ivan Stchoukine, Manuscrits orientaux illustrés de la Bibliothèque l’Université de Stamboul

[Paris: E. de Boccard, 1933], pp. 40–43, cat. no. 34). Based on his reading of the preface,
Morton took issue with Shah Quli Khalifa’s role in the album’s formation, stating that it
was made for him and not for Shah Tahmasp (Morton, “The Chåb-i •arÊq and Qizilb§sh
Ritual in Safavid Persia,” p. 228, n. 9).

MALIK DAYLAMI’S PREFACE TO THE AMIR HUSAYN BEG ALBUM

The preface is a unicum and exists as an autograph in Istanbul, TSK H. 2151 (album 104
fols., 506 x 345 mm; preface text fols. 1b, 2a–b, 74a–b, 25a–b, 23a–b, [lacuna] 98a–b,
33a–b, [lacuna?], and album H. 2161, fol. 2a). The preface was probably composed in
Qazvin and is dated 968 (1560–61).

Description. The complexity of the Amir Husayn Beg album’s codicology equals that of al-
bum H. 2156 and the Amir Ghayb Beg album (TSK, H. 2161). One of the folios from the
Amir Husayn Beg album is misbound into the Amir Ghayb Beg album, and the latest dated
calligraphy in the album (fol. 29a, 992/1584–85) was done 24 years after Malik Daylami’s
preface. This chronological discrepancy and the extremely wide variety of marginal schemes
in the Amir Husayn Beg album indicate a misbinding of folios, which resulted from sev-
eral albums being rebound and repaired, probably in Istanbul in the late ninteenth cen-
tury.

The Amir Husayn Beg album is currently in a late-Aqqoyunlu-period binding which names
Yusuf Bahadur, son of Uzun Hasan, in an inscription on its endcap (ba-rasm-i kutubkh§na-yi

Èaîrat sh§h va sh§hz§da-yi #§lamiy§n Abå al-#Izz Yåsuf Bah§dur khallada All§hu mulkahu, “By or-
der of the library of his highness the king and son of the king of the world, Abå al-#Izz
Yåsuf Bahadur, may God extend his dominion”). This binding, made decades before Amir
Husayn Beg’s album, was reused for the purposes of containing the album’s folios at a later
time, perhaps as late as the nineteenth century. Some of the album’s folios may have been
trimmed down to fit the binding. Several of the Safavid-period albums contemporary to
that made for Amir Husayn Beg have lacquered covers, for example, the Shah Tahmasp
album (IUL, F. 1422), the Amir Ghayb Beg album (TSK, H. 2161), and a second album
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made for Bahram Mirza (TSK, B. 410). These three are examples of lacquered bindings
for albums during the middle years of the sixteenth century. The Amir Husayn Beg album
may once have been bound between such lacquered covers.

The current collation of folios in Amir Husayn Beg’s album disperses the preface folios
throughout; their original order of reading was first established by Bayani. Fols. 1b–2a are
contained in illuminated frames with elaborate painted margins. It is not possible at present
to say whether the remaining preface folios (after fol. 2b) followed in an unbroken sequence.
If they did, the arrangement would have been like that in the Bahram Mirza album and
the Amir Ghayb Beg album, where adjacent paper margins were not matched by color,
but where the album preface’s folios were gathered together as a unit and placed at the
beginning.

The preface is written in a black ink in nasta#lÊq—some words (introductions to poetry,
personal names, sayings in Arabic) are highlighted in colored pigments—over sheets of
gold-sprinkled ivory paper. Occasional bands of gold and polychrome illumination are used
to highlight poems that are also set off by gold rulings edged in black. In the dramatic
opening pages the text is in illuminated frames, and the margins are extensively decorated
in polychrome and gold. Washes in gold augment the sumptuousness of the pages done in
inked line and fields of rich polychrome pigment. The margins are filled with a landscape
of flowers, rocks and wispy trees, inhabited by groups of animals: lions and tigers attack
deer, a lion attacks an ox, a dragon fights a bixie, pairs of deer and cloud bixies recline
free from molestation. Also to be seen are plumed birds in the tree and a jackal. The ani-
mals are arranged in the margin around the double-page illuminated frames. Subsequent
margins are equally elaborate but in different techniques. Several of them treat the mar-
gin as a landscape populated with animals and plants, rendered in gold line and wash over
variously colored papers, and others pass over figural elements for a pattern of floral mo-
tifs. Contrasting the opening pages, polychrome elements in subsequent preface folios are
restricted by and large to the color of the margin and to colored inks used for copying
selected portions of the text. A few margins use colored pigments for their decoration: one
shows a patterned arrangement of interconnected lozenges and cartouches, each contain-
ing animals rendered in gold against polychrome garlands of flowers. Intervening spaces
are filled with subsidiary geometric shapes containing flowers, and the ground is completed
by cloud bands reserved in the color of the margin surrounded by gold. The seam rulings
concealing the join of the preface inset and the paper margin are done in gold guard stripes
with variously colored lines.

In his preface to the album, Malik Daylami identifies three practitioners—Muzaffar #Ali,
Mulla Masih Allah, and Jalal Beg—as the ones who decorated, illuminated, and arranged
the album’s folios. Malik Daylami notes that some of the folios were decorated and illumi-
nated by Muzaffar #Ali and attributes the organization of the album and its elements to
Mulla Masih Allah and Jalal Beg. Muzaffar #Ali’s handiwork can be associated directly with
some of the margins of the album preface and others throughout the album.

Literature. Abridged editions of the preface were published and translated by Bayani (AÈv§l

va §s§r, 2, 3, pp. 601–7, no. 820) and Thackston (A Century of Princes, pp. 351–52). The preface
is mentioned briefly in D§nishpazhåh, “Muraqqa# s§zÊ va jung nivÊsÊ,” p. 195, no. 21.
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mir sayyid ahmad’s preface to album h. 2156

The preface exists as an autograph copy in Istanbul, TSK H. 2156 (album 100 fols., 459 x
305 mm; preface text fols. 1b, 44a, 44b, 30a, 30b) signed by Ahmad al-Husayni al-Mashhadi,
who probably copied the preface in Qazvin. It is dated 971 (1563). The album’s margins
are inscribed with the years 980 and 982 (1572 and 1575).

Description. Although the preface is currently interspersed throughout the album, its five pages
of text originally ran consecutively at the very beginning. Fol. 1b has an illuminated head-
ing, and catchwords connect it to fol. 44a–b, followed by fol. 30a–b. The margins framing
the album text pages are yellow and decorated with gold lotus-variant flowers and other
floral motifs. Seam rulings inscribed around the text pages follow a standard pattern (lapis
lazuli, gold outlined in black, light blue, purple, and green), and these were completed af-
ter the trimmed sheets of text had been positioned and glued in place over the bilaminate
yellow folios. The album text pages are of a dark ivory color and the text is written in
black nasta#lÊq. Gold ink is reserved for Arabic quotations. The decoration on some pages
is augmented by painted gold floral motifs executed around and between the lines of script.

The identity of the patron and recipient is unknown; the chances of finding it out were
hindered by the album’s rebinding, when library seals or endpapers bearing notations were
removed. The contents of album H. 2156 and therefore its shape as a collection result from
the rebinding sometime in the late ninteenth or early twentieth century under the Otto-
man sultan Abdülhamid II. At that time folios from three separate albums, and possibly a
fourth, were rearranged and bound. Album H. 2156 was bound in a new Hamidian-period
binding (red leather with “Victorian”-style gold stamping).

Originally fol. 1b was located at the album’s opening and this placement survived the
rebinding; however, its a side bears no traces of an illuminated ex libris in which a patron
might have been named, as is the case in other albums. There is only a brief notation de-
scribing the album’s contents added by a librarian during the Ottoman period and four
Ottoman seal impressions, two identifiable as seals of Ahmed I (r. 1603–17), and Ahmed
III (r. 1703–30), and the other two not identified. Mir Sayyid Ahmad’s preface is almost
certainly one of the stenciled folios decorated with cartouches that contain poems and dates
because the composite seam ruling inscribed on the folios of both groups is identical. The
preface margins are much simpler than the stenciled ones. All are of yellow paper deco-
rated with gold lotuses, rosettes, buds, and leaves on stalks.

MIR SAYYID AHMAD’S PREFACE TO THE AMIR GHAYB BEG ALBUM

The preface is a unicum and exists as an autograph in Istanbul, TSK H. 2161 (album 192
fols., 461 x 344 mm; preface text fols. 7a–16b; chronogram fols. 186b–190a), signed by
Ahmad al-Husayni al-Mashhadi (his signature appears at the conclusion of the preface and
the chronogram). The preface is dated 972 (1564–65) and the chronogram was completed
in Herat in 973 (1565–66).

Description. The preface runs continuously between fols. 7a and 16b. The text is written in
black ink in nasta#lÊq on ivory paper decorated with interlinear gold lotus-like flowers. Other
colors are used to highlight key phrases, words, and transitional passages. The catchphrases
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found on some of the album preface’s text pages indicate that an attempt was made to
maintain the correct textual sequence in the process of transforming loose, single sheets
into finished album folios. The margins, stunning examples of stenciled ornament super-
imposed with drawing in gold, exhibit great variety, but they were not arranged so that
facing pages would match.

The chronogram has features that make it consistent with those of the preface (its callig-
raphy and paper). However, these folios remain incomplete. All of the margins have only
the first application of pigment, for which a stencil was used, without any of the drawing
in gold or the addition of secondary colors characteristic of the preface’s other folios. Fur-
thermore, the chronogram text pages lack the gold flowers (lotus variant) found on the preface’s
pages. This characteristic treatment of interlinear decoration is also found in some of the
album’s arrangements of calligraphies and paintings. The incompleteness of the chronogram
pages, dated one year after the preface, suggests that the album may never have been com-
pleted.

In the analysis of album H. 2156 and the Amir Husayn Beg album, it became clear that
their codicology had been disrupted and altered by rebinding and the rearrangment of groups
of folios. The same is also true of Amir Ghayb Beg’s album. In its present incarnation, it
too would appear to be a late-nineteenth-century recombination of two separate albums
plus some folios added from others. Analysis of its Safavid-period lacquer binding shows
that its envelope flap was widened sometime in the late nineteenth century, probably dur-
ing the reign of Abdülhamid II (r. 1876–1909), and a new leather endcap was attached to
the binding’s upper and lower covers. In the process, the Safavid fore-edge flap was disas-
sembled and its lacquered inner and outer surfaces removed and reattached to a wider
pasteboard strip. This made it some two centimeters wider, allowing the binding to hold
about forty folios more than the original Safavid one. The current block of folios combines
the original Amir Ghayb Beg album with folios from the Amir Husayn Beg album, four
folios from the 1544–45 Bahram Mirza album, and others from still other albums. The
most plausible explanation is that the folios now in the Amir Ghayb Beg album were put
together during a massive album and manuscript rebinding in the reign of Abdülhamid II.

It is possible, however, to make some preliminary observations about the preface’s loca-
tion in the Amir Ghayb Beg album. The current sequence (fols. 7a–16b) is continuous,
and there are no lacunae in the text. The first page of the album’s preface is on the a side
of fol. 7, and it is placed in an illuminated frame. Usually prefaces begin on the b side of a
folio, and are thus arranged as two facing pages (b side facing a side of the next folio). By
beginning a preface on the a side, the Amir Ghayb Beg album departed from the practice
of other examples, a feature that shows that it must have been preceded by at least one
folio. Thus, although the beginning sequence of the Amir Ghayb Beg album folios still needs
to be reconstructed, it is unlikely that it began with the preface. Instead, a series of large
illuminated rosettes, circles, and panels in the album (some of them are on fols. 29a–b,
30a–b), may originally have formed the opening folios. The illuminated pages correspond
to each other by establishing relationships of composition—playing on symmetry— design
and palette, and it is not inconceivable that they were matched on facing pages. If this was
the case, the album’s beginning sequence developed a standard feature of the luxury book,
namely the illuminated frame (used to mark beginnings and subdivisons), and/or ex librises.
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But they indicate changes when compared to the luxury book through the magnification
of scale and decoration and the removal of textual elements that tied such features to a
specific function. The mirroring relationships—which are always denied perfect symmetry
through the alteration of some small element of structure or a change in palette—referred
to the practice of double-page compositions and played on the wider cultural allusion of
the mirror.

Literature. Scholarly references to Qutb al-Din Muhammad’s album preface are included
here because Mir Sayyid Ahmad excerpted segments from it as well as reorganizing the
sequence of its parts. Persian editions of Qutb al-Din Muhammad’s preface were published
by \usayn KhadÊv Jam, “Ris§la-Ê dar t§rÊkh-i khaãã va naqq§shÊ az Quãb al-DÊn MuÈammad
Qißßa-Khv§n,” Sukhan 1716–17 (1346/1967): 666–76; MahdÊ Bay§nÊ, AÈv§l va §s§r, 1:50–
54; and M§yil Har§vÊ, “DÊb§cha-yi Quãb al-DÊn MuÈammad Qißßa Khv§n,” in Kit§b §r§"Ê

dar tamuddan-i isl§mÊ, pp. 278–88. Their notes refer to other manuscript recensions. Dickson
and Welch noted the relationship between Qutb al-Din Muhammad’s preface and Mir Sayyid
Ahmad’s, describing the latter as a “plagiarized version” (Dickson and Welch, Houghton

Shahnameh, 1:281). The preface is mentioned briefly in D§nishpazhåh, “Muraqqa# s§zÊ va
jung nivÊsÊ,” p. 195, no. 20, with notes on other recensions.

shams al-din muhammad vasfi’s preface to the shah isma#il ii album

The preface is a unicum and exists as an autograph in Istanbul, TSK H. 2138 (album 68
fols., 357 x 235 mm; preface text fols. 2b–8b). The album was begun in Mashhad and the
preface is dated 976–84 (1568–77).

Description. The preface is arranged as an uninterrupted block of text pages at the front of
the album. The album’s first two pages (fols. 2b–3a) are enclosed by a symmetrical illumi-
nated frame executed in lapis lazuli, gold, pale blue and orange, with additional colors used
for the florals. Small gold cartouches arranged at the upper and lower center of each illu-
minated page contain inscriptions in a white thuluth script. The thuluth text records the dates
of the album’s inception and completion and identifies the current ruler as Shah Isma#il
al-Safavi al-Husayni.

The preface is written in a black ink in riq§# on ivory paper; red, gold, pink, magenta,
and blue pigments are used to highlight names, Koranic verses, poetry, and transitional
segments. The text pages are framed by tinted borders, gold seam rulings, and colored margins
decorated with gold floral designs and medallions arranged along the outer edges of the
page. Like numerous folios throughout the album, some of the preface’s margins are sten-
ciled (e.g., with a lotus-variant pattern).

Literature. Unpublished. The preface is included in the list of Safavid sources compiled by
\abÊbÊ, “Literary Sources for the History of the Arts,” Safavid Sources, no. 46; and men-
tioned in D§nishpazhåh, “Muraqqa# s§zÊ va jung nivÊsÊ,” p. 182, no. 15.



appendix one224

muhammad muhsin’s preface to album h. 2157

The preface is a unicum and exists as an autograph in Istanbul, TSK H. 2157 (album 71
fols., 349 x 232 mm; preface text fols. 2b–8b, 19a, 65a–68b, 69b–71a), signed by Muhammad
Muhsin. The preface was copied in Herat and is dated 990 (1582–83).

Description. The preface is written in black ink in nasta#lÊq on sheets of ivory paper. Some of
the lines of text are punctuated by gold circles outlined in blue and peppered with black
dots. The first two album pages are contained in an illuminated frame executed in lapis
lazuli, gold, black, red, and other pigments. Gold cartouches outlined in white at the up-
per and lower center areas of each page have no text. The ivory margins are decorated
with gold florals; the text pages have a vibrant interlinear decoration of gold floral sprays
of lotus variants. The seam rulings are a standard type; only the color of the ruling’s out-
ermost line has been varied. The margins are of a single color decorated with a simple
sprinkling of gold. Adjacent pages are contrasted by color. Some pages have blocks of illu-
mination executed on them, filling spaces left over by sections of poetic text, giving visual
emphasis to the text’s staggered relationship to the page.

As in some other examples, the preface was arranged across the album’s folios. Most of
its pages are clustered in two principal sequences, fols. 2b–8b and 65a–71a, with three folios
having preface text attached only to one side (fols. 19a, 69b, and 71a), and paintings or
calligraphies attached to the reverse. Thus, the preface is integrated into the album, with
two main sequences bracketing the collection at the beginning and end.

Literature. The preface is included in the lists of Safavid sources compiled by Danishpazhuh
and Habibi (D§nishpazhåh, “Sar guzasht n§mah§-yi khushnivÊs§n va hunarmand§n”; \abÊbÊ,
“Literary Sources for the History of the Arts,” Safavid Sources, no. 29), and mentioned in
passing in D§nishpazhåh, “Muraqqa# s§zÊ va jung nivÊsÊ,” p. 200, no. 27. For an abridged
version of the preface, see Bay§nÊ, AÈv§l va §s§r, 2, 3, pp. 834–35, no. 1234.

muhammad salih’s preface to the vali muhammad khan album

The preface is a unicum and exists as an autograph in Istanbul, TSK H. 2137 (album 39
fols., 388 x 285 mm; preface text fols. 1b–5a), signed by Muhammad Salih. The preface
was possibly copied in Bukhara and is dated 1018 (1609).

Description. The preface is arranged as an uninterrupted block of text pages at the front of
the album. The album’s first two pages (fols. 1b–2a) are enclosed by a lavish illuminated
frame executed mainly in a palette of lapis lazuli and gold, with numerous pastel and pri-
mary colors used for florals, cloud bands, palmettes, and to accent internal divisions and
borders. Small gold cartouches arranged at the upper and lower center of each illuminated
page contain inscriptions written in nasta#lÊq in white. The outer edges of the illuminated
frame are punctuated by large complex medallions that break into the decorated margin.
The ivory-colored paper is painted with a dense pattern of lotus-variant flowers, s§z leaves,
and cloud bands.

The text is written in black ink in nasta#lÊq on ivory paper, with blue, red, and gold used
to highlight key words and Arabic quotations. The text pages are often decorated with il-
lumination, around and between the lines of text, as well as elaborate illuminated frames
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marking the transition from text to margin. The margins exhibit a wide variety of decora-
tion, mainly effected through color harmony, within an essentially circumscribed reper-
toire of ornament and composition. Their colored surfaces are either painted with dense
patterns of animals and birds, flowers, or pairs of animals in combat (lions, deer, qilins,
dragons, simurghs), all done in gold. Some have medallions arranged along the page’s outer
edges, painted in polychrome or illuminated.

Literature. Unpublished. The preface is included in the list of Safavid sources compiled by
Danishpazhuh and Habibi (D§nishpazhåh, “Sar guzasht n§mah§-yi khushnivÊs§n va
hunarmand§n”; \abÊbÊ, “Literary Sources for the History of the Arts,” Safavid Sources,
no. 30), and is mentioned in passing by D§nishpazhåh, “Muraqqa# s§zÊ va jung nivÊsÊ,” p.
204, no. 36. Bayani briefly mentions the album and preface, and discusses their dates in
his biographical entry on the calligrapher Muhammad al-Salih (Bay§nÊ, AÈv§l va §s§r, 2, 3,
p. 777, no. 1117).
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APPENDIX 2. PREFACES IN OTHER LITERARY GENRES

Comparing album prefaces to prefaces in books is instructive.1 A few synopses of prefaces
from a range of literary texts indicating organization, theme, and some elements of lan-
guage will suffice for the purpose. Every example balances prose with poetry, both Arabic
and Persian, and inserts Koranic quotations and traditions appropriate to a theme. The
selection is drawn from the thirteenth to the early sixteenth century to show shared prac-
tices and continuity of language and content across a broad literary tradition over time.

NASIR AL-DIN TUSI, akhl§q-Ê n§ßirÊ (NASIR’S ETHICS, 1235)
2

Tusi begins his volume on ethics with praise of God, His Creation, and the creation of
man. God kneaded the clay for Adam forty times until “He clothed it, all at once . . . by
‘Be!,’ and it is’ and ‘As the twinkling of an eye or closer, in the garment of human form,
which bore the pattern of the world of command.”3 God made the form ready to receive
the divine deposit. Tusi next praises the Prophet Muhammad and his family and compan-
ions.

The next theme is a critique of an earlier preface he had written for the book and the
circumstances of its production. Given the circulation of his first recension and his dissat-
isfaction with it, he resolved to rewrite the preface “which was [written] in an unaccept-
able manner, thus to avoid the disgrace of anyone’s hastening to disapprove and revile [me]
before being aware of the truth of the situation and the necessity that impelled such a dis-
course.”4 He next explains the reasons for composing the book and the models upon which
it was based, particularly Ibn Miskawayh. He notes the alterations he made to the model,
then explains the meaning of philosophy, an endeavor which he divides into theory and
practice. Categories of speculative and practical philosophy are reviewed. The table of contents
is then listed, and the preface concludes with a methodological statement that the book is
a gathering of sources which he has not attempted to prove or disprove, nor does the se-
lection lean in favor of one school of thought over another.

1 Four extremely useful resources are available for the comparative study of prefaces. The first is an analysis
of the Arabic preface across different genres which examines aspects of structure, organization, theme, and
language from the ninth to the thirteenth century. See Peter Freimark, “Das Vorwort als literarische Form in
der arabischen Literatur,” Ph.D. diss., Westfälischen Wilhelm-Universität zu Munster, 1967. The second is a
digest of prefaces culled from works on topics such as history and geography, exegesis, religion and ethics,
science, and poetry. See Sajj§dÊ, ed., DÊb§chah§ Nig§rÊ dar Dah Qarn. He begins his compilation with a short
essay on recurring features and aspects of language. The third focuses on prefaces to collections of Turkish
poetry. See Tahir Üzgör, Turkçe Dîvân Dîbâceleri (Ankara: Kültür BakanlÌÅÌ YayÌnlarÌ, 1990). The final study is
Quinn, “Historiography of Safavid Prefaces,” where she compares prefaces in histories of the Safavid period.

2 NaßÊr al-DÊn •åsÊ, Akhl§q-i n§ßirÊ, trans. G. M. Wickens, The Nasirean Ethics (London: George Allen and
Unwin Ltd., 1964).

3 Ibid., p. 23.
4 Ibid., p. 24.
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MIRKHVAND, RAWîAT al-ßaf§" (GARDEN OF PURITY, COMPLETED BEFORE 1498)
5

Mirkhvand divides his preface to a universal history into two parts. In the first part he in-
troduces God and His creation, stating the impossibility of describing them in words. God
is the “mighty speaker.” Mirkhvand then turns to how God granted glory and distinction
to the human race:

He is the mighty one, who, in producing and perfecting His creatures stood not in need of
instruments and tools: neither was He in want of help and co-operation, when He determined
on the creation and perfection of all existences. He is the Supreme Artist, who, with the pen-
cil of delineation, when portraying the form of man, the object of His gracious regard, traced
His portrait with the consummate perfection of wisdom; agreeably to this declaration, “We
have truly created man in the most perfect of forms” (wa ßawwarakum fa aÈsana ßuwwarakum [Koran
40:64]).6

Mirkhvand describes how mankind was divided into “innumerable species, by reason of
their variety in natural ability and their difference in innate faculties.”7 God decided to
distinguish some by making them prophets “of sublime dignity” and messengers “distin-
guished for miraculous powers.” He then praises the Prophet Muhammad.

Mirkhvand then turns to what prompted him to write the book. After a period of read-
ing and talking with “enlightened figures,” he shelved the project until #Ali Shir Nava"i came
along to support him. Nava"i is then copiously praised. In seclusion, Mirkhvand thought
how best to begin writing the book “in such a manner that not even the Celestial Scribe
himself can draw his obliterating pen over its phrases, nor the storms of Heaven scatter its
pages.”8 Nava"i approved the project, giving advice about its style and other matters. It
would have a preface, seven sections, and a conclusion. He then summarizes the parts of
the history.

In the second part of the preface, Mirkhvand lists the ten advantages of history includ-
ing the knowledge and pleasure derived from reading historical records. History develops
the faculties of discrimination, morality, and ethical conduct. For the ruler history has the
potential of making him aware of the impermanence of life, and this in turn causes him to
turn to God and to lead a virtuous life to the obvious advantage of his subjects. In a meth-
odological turn, Mirkhvand introduces the notion of rigor required by the historian to evaluate
the reliability of his sources. He also lists five qualities that the author must possess to fin-
ish a work. The second part of the preface concludes with a long list of the Arabic and
Persian histories and their authors that he has consulted.

MIR #ALI SHIR NAVA"I, muÈ§kamat AL-LUGHATAYN (JUDGMENT OF THE TWO LANGUAGES,

1499)
9

To open his treatise exposing the virtues of Turkish over Persian, Mir #Ali Shir Nava"i praises
God and His Creation, an act accomplished “all with one word,”10 and focuses on God’s

5 MÊrkhv§nd, Rawîat al-ßaf§", 1:15; trans. in Shea, History of the Kings of Persia, pp. 1–43.
6 Ibid., p. 3.
7 Ibid., p. 4.
8 Ibid., p. 17.
9 MÊr #AlÊ ShÊr Nav§"Ê, MuÈ§kamat al-Lughatain, trans. Devereux.

10 Ibid., p. 1.
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gift of speech to man. He adduces Koranic verses that articulate mankind’s special status
and praises the Prophet Muhammad. His next topic is the power of language and how
words are manipulated “according to the skill of the speaker”11 and how they express ideas
through the agency of the tongue. First he extols Arabic and then Persian and Turkish,
followed by mention of other languages. He explains the occurrence of different languages
by the dispersal of Noah’s sons after the flood. He then turns to his principal subject, the
superiority of Turkish over Persian for literary expression. In the body of the treatise (ris§la)
he gives his reasons, including the richness of the Turkish lexicon and its implications for
punning and subtle gradations of meaning, Turkish vowels and rhymes, the economy of
verbs that take two objects, and how the addition of suffixes in Turkish can further enrich
meaning, adducing copious examples as explanation and evidence.

kashifi, makhzan al-insh§" (treasury of composition, 1501–2)
12

Kashifi’s preface to one of his two insh§"s, the Makhzan al-insh§",13 begins with a dedication
to God in Arabic, “He is the first and the last and the manifest” (Huw§ al-awwal wa al-§khir

wa al-í§hir); it then continues with a Persian verse (naím): “First of all I sing the praise of
God/ until this book was completed by His name/ Revealer of the depicting pen/ Inscriber
of valuable wisdom/ Writer who with His writing/ One figure from the pen is a represen-
tation of Him” (\amd-i khud§vand sar§yam nu-khust/ t§ shåd Ên n§ma ba-n§mash durust/ chihra-

gush§"-yi qalam naqsh band/ lawÈ nivÊs-i khirad-i arjmand/ kh§ma-i gardån ka ba-taÈrÊr-i å ast/ yak

raqam az kh§ma taßvÊr-i å ast). More praise of God follows with inserted Arabic quotations
from the Koran and Persian poetry; that man was favored by God is emphasized. In an-
other poem Kashifi writes:

The secretary of the workshop of knowledge
source of the secret of Koranic knowledge

Unlettered but an eloquent writer,14 elect of the slate of being
like a pen, upright and sincere in speech

K§f and Nån are one letter of his age
the preserved tablet is beneath his pen

Mustafa knows the secrets of the invisible realm
[he is] the treasurer of the infallible treasure-book.

(munshÊ-yi k§rkh§na-yi #irf§n
mansh§"-yi sirr-i #ilm al-qur"§n

11 Ibid., p. 2.
12 The Makhzan al-insh§" was one of two insh§" compiled by Husayn b. #Ali al-Kashifi (Husayn Va#iz Kashifi)

(d. 1504); he completed it in 1501–2 in the name of Sultan Husayn Mirza and his patron Mir #Ali Shir Nava"i.
A summary of Kashifi’s biography and a list of his works can be found in EI2, s.v. “K§shifî” (Gholam Hosein
Yousofi); and Browne, Literary History of Persia, 3:441, 442, and 503–4. Kashifi’s second insh§" is titled ‘aÈÊfa-yi
sh§hÊ. I consulted a recension of the ‘aÈÊfa-yi sh§hÊ in Istanbul (TSK A. 2365). For a description of it, see Fehmi
Edhem Karatay, TopkapÌ SarayÌ Müzesi Kütüphanesi Farsça Yazmalar KataloÅu, 2 vols. (Istanbul: TopkapÌ SarayÌ
Müzesi YayÌnlarÌ, 1061) 1: cat. no. 327. For lists of recensions of both insh§"s, see D§nishpazhåh, “DabÊrÊ va
nivÊsandagÊ,” no. 6, p. 46.

13 The following examination of Kashifi’s preface to the Makhzan al-insh§" is based on one recension cop-
ied by a certain Ahmad b. Muhammad in nasta#lÊq and completed on 10 Jumada II 964 (10 April 1557). The
manuscript is in Istanbul, Süleymaniye Library, Aya Sofya 4262 (fols. 1b–5a). For another recension (undated),
see Karatay, Farsça Yazmalar, cat. no. 326 (Istanbul, TSK R. 1049).

14 UmmÊ, “illiterate,” is an allusion to the unlettered Prophet Muhammad.
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ummÊ-yi Èarf sanj-i takhta-yi kun
chun qalam r§stg§r va r§st sukhun

k§f va nån yak raqam-i zam§na-yi å
lawÈ-i maÈfåí zÊr-i kh§ma-yi å
Mußtaf§ r§z d§n-i #§lim-i ghayb
kh§zin-i ganj-n§ma-yi l§-rayb)

After praising the Prophet Muhammad and his family the author introduces the transi-
tional phrase amm§ ba#du and then proceeds to a long passage that treats the Koran and
the faculties of discourse and reading written characters. Quotations are drawn from the
Koran and poems praise the benefits of discourse (sukhun) and writing (khaãã). In subsequent
passages he continues the same themes leading up to praise of Sultan Husayn Mirza. The
title of the work is introduced, its parts described, and the reason for compiling it explained.
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APPENDIX 3. MASTER-STUDENT RELATIONSHIPS

Dust Muhammad

Early History of Calligraphers, Scripts, and History
of the Six Scripts to the Early Sixteenth Century

Adam (1)* (first person to write and to use pen)
Enoch (2)

all other prophets and sages (3)

Ya#rub b. Qahtan (4)
(derived Kufic from ma#qilÊ; invented Kufic)

#Ali b. Abi Talib (5) (perfected Kufic)
       |

AQL$M AL-SITTA, “SIX SCRIPTS”        |
#Ali b. Muqla (6)

(a.k.a. Ibn Muqla; vizier to al-Muqtadir, r. 908–32; #Ali b. Abi Talib
instructed him in thuluth, muÈaqqaq, and naskh)

|       |
    Ibn Muqla’s daughter (7)   Ustad #Ali b. Hilal (8) (a.k.a Ibn Bawwab)

    |
Shaykh Jamal al-Din Yaqut (9)
(lived at time of al-Mustansir, r. 1226–42)

Mawlana Nasr Shaykhzada Khvaja Arghun Khvaja Mubarakshah Sayyid Mawlana Yusuf
Allah Tabib (10) Suhravardi (11) Kamili (12) Zarin Qalam (13) Haydar (14) Mashhadi (15)

    |     |
      Ustad Pir Yahya Sufi (17)   Mawlana #Abd Allah Sayrafi (16)

(not direct pupil; (Khurasani school)
Iraqi school)

|
Mawlana Sa#d al-Din #Iraqi (25)  Shaykh Muhammad Bandgir (18)

(nephew of 16)
|

Mawlana Ma#ruf (24)  Mawlana Sa#d al-Din Tabrizi (19)
|

Mawlana Shams al-Din Qattabi
(a.k.a. Shams Sufi) (20)

|
          Mawlana Farid al-Din Ja#far Tabrizi (21)

Baysunghur (no master identified) |
Mawlana #Abd Allah Tabbakh (22)

Mawlana Muhammad b. Husam (23)
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TA#L^Q

Khvaja Taj al-Din Salmani (27)
(invented ta#lÊq, codified its rules)

Khvaja Shihab al-Din #Abd Allah Bayani (26)
    (learned basic scripts from Tabbakh; ta#lÊq from Salmani)

|
Mawlana #Abd al-Hayy Munshi (29)     Khvaja Nur al-Din Muhammad Mu"min (28)
(secretary of Timurid ruler Abu Sa#id;      (son of Shihab al-Din #Abd Allah Bayani; supervised
direct student?, perfected ta#lÊq) and directed Shah Tahmasp’s library)

       |
Mawlana Mu#in Isfizari (30)

       |
Mawlana Darvish #Abd Allah Munshi (31)

* nos. = order in which calligraphers are named by Dust Muhammad

Dust Muhammad

Nasta#lÊq Calligraphers, Late Fourteenth Century to 1544–45

Khvaja Zahir al-Din Mir #Ali Tabrizi (1)*
(invented nasta#lÊq)

|
Khvaja #Abd Allah (2)

(son of Mir #Ali Tabrizi)
|

Mawlana Farid al-Din Ja#far (3)

Mawlana Kamal al-Din Shaykh Mawlana Ja#far            Mawlana Zahir al-Din
Mahmud Zarin Qalam (4) Khalifa (6) (son of Ja#far, and his Azhar (5)

    pupil)

Hafiz Hajji Muhammad (8)

          Mawlana Miraki (7)
  (son of Azhar, and his pupil?)

Mawlana Nizam al-Din #Abd al-Rahim Mawlana Sultan #Ali (9)
Khvarazmi (10) (a.k.a Anisi; worked for Turkmen)

Mawlana Sultan #Ali Qayini (11) (worked for Turkmen)                        Mawlana Mu#in al-Din Va#iz (13)

Mawlana Kamal al-Din Mir Jan (16) (a.k.a. #Ali al-Husayni)
Mawlana Sultan Muhammad Nur (12)

Mawlana Muhammad Abrishami (15)  Sultan Muhammad Khandan (14)                  Khvaja Ibrahim (18)

Mawlana Muhammad Qasim (17)

* nos. = order in which calligraphers are named by Dust Muhammad
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Dust Muhammad

Depictors and Limners of the Past

MASTERS OF THE PAST (mutaqaddimÊn)

#Ali b. Abi Talib (1)*
(first person to decorate Koran with designs and illumination, invented isl§mÊ )

Daniel (2) (originated portrayal; Chest of Witnessing story)
Mani (3) (Artangi Tablet story)

Shapur (4)

Picture-making in lands of China and Franks (5)

Ustad Ahmad Musa (6)
(between 1317–35 invented depiction that is now practiced; taught by his father; contemporary of

calligrapher Mawlana #Abd Allah Sayrafi; paintings by him in Abåsa#Êd-n§ma, KalÊla wa Dimna, Mi#r§j-n§ma)
|

Amir Dawlatyar (7)
(famed for pen and ink drawing; slave of Abu Sa#id)

|
Ustad Shams al-Din (8)

(worked for Jalayirid Sultan Uvays 1356–74; contemporary of inventor of nasta#lÊq

Mir #Ali; illustrations for a Sh§hn§ma)
| |

Ustad Junayd of Baghdad (11) Khvaja #Abd al-Hayy (9)
(worked for Jalayirid Sultan Ahmad until taken to Samarqand

by Timur; after his death “all masters imitated his works”)
| |

Pir Ahmad Baghshimali (12) Sultan Ahmad (10)
(learned qalamsiy§hÊ; illustrations
in Abåsa#Êd-n§ma)

Baysunghur Mirza brought Ustad Sidi Ahmad (13) (painter), Khvaja #Ali (14) (portraitist), and Ustad
Qivam al-Din (15) (bookbinder; invented “inlay in bindings” munabbatk§rÊ dar jild) from Tabriz to make
manuscript based on Sultan Ahmad’s jung. Mawlana Farid al-Din Ja#far copied text; Mir Khalil (16)
directed decoration and depiction.
(Amir Khalil anecdote). Jung completed by Baysunghur’s son #Ala" al-Dawla Mirza. Group augmented by
Khvaja Ghiyas al-Din Pir Ahmad Zarkub (17). Amir Khalil gave up painting when examined work of
Zarkub. Ulugh Beg conquered #Ala" al-Dawla and returned to Samarqand with artists and calligraphers
Mawlana Shihab al-Din and Mawlana Zahir al-Din Azhar.

Mawlana Vali Allah (18)
(unable to equal work of Amir Dawlatyar)

|
Amir Ruh Allah (19) (a.k.a. Mirak Naqqash)

(from Herat, a bowmaker sayyid; memorized Koran and practiced writing; became copyist; entered service
of Vali Allah and learned taÈrÊr “outlining,” and tazhÊb “illumination”; abandoned these for depiction;

became Sultan Husayn’s royal librarian)

LATTER-DAY MASTERS (muta"§khkhirÊn)

Ustad Kamal al-Din Bihzad (20)
(pupil and son of Mirak Naqqash; “pride of the past masters in illumination and outlining,” and “most
excellent of the latter-day masters in depiction”; attached to Shah Tahmasp’s library; d. 942/1535–36)

* nos. = order in which depictors named by Dust Muhammad
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Calligraphers Working in Royal Library

Mawlana Shah Mahmud (1) (from Nishapur; student of his maternal uncle Mawlana #Abdi Nishapuri [2])
Mawlana Kamal al-Din Rustam #Ali (3)
Mawlana Nizam al-Din Shaykh Muhammad (4)
Mawlana Nur al-Din #Abd Allah (5) (from Shiraz)
Dust Muhammad (6)

Contemporary Painters and Limners

Portraitists and Depictors of the Royal Library Limners of the Sublime Library

Ustad Nizam al-Din Sultan Muhammad (1) Mirak al-Muzahhib (1)
Aqa Jalal al-Din Mirak al-Husayni al-Isfahani (2) Qiwam al-Din Mas#ud (2)
Mir Musavvir (3) Ustad Kamal al-Din #Abd al-Vahhab (a.k.a. Khvaja
Mawlana Muhammad (a.k.a. Qadimi) (4) Kaka) (3)
Ustad Kamal al-Din Husayn (5) Mawlana Muhsin (leatherworker) (4)
Ustad Kamal al-Din #Abd al-Ghaffar (6)
Ustad Hasan #Ali (7)

* nos. = order in which practitioners are named by Dust Muhammad
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Malik Daylami

Nasta#lÊq Calligraphers, Late Fourteenth Century to 1561

Prelude: Amir Husayn Beg (1)* practiced nasta#lÊq; mention of Malik Daylami (2) and figures involved in
production of album, including Muzaffar #Ali (3) (relative of Bihzad), Mulla Masih Allah Muzahhib (4)

(illuminator), and Jalal Beg Afshangar (5) (gold-sprinkler)

Khvaja Mir #Ali Tabrizi (9)
(inventor of nasta#lÊq)

|
Ja#far al-Tabrizi (8)

              Shaykh Mahmud Zarin Qalam (36) Mawlana Azhar (7)

#Abd al-Rahim Sultan #Ali Qayini (32) Sultan #Ali  Mawlana Sultan #Ali Shaykh Ghayb
Khvarazmi (30) Sabz Mashhadi (6) (comp. to Yaqut) Muhammad Allah
(a.k.a. Anisi) (33) Imami (34) Imami

(35)

#Abd al-Karim Khvarazmi (31)

Sultan Sultan #Ala" al-Din Zayn al-Din #Abdi Nishapuri Ghiyas
Muhammad Muhammad Muhammad Mahmud (15) al-Din
Khandan (10) Nur (11) Haravi (12) Damad (13) Muzahhib (17)

|

Ayshi Haravi (28) Shah Mahmud Nishapuri (16)

Mir #Ali (14)

Sayyid Ahmad Mashhadi (26) Khvaja Mahmud b. Ishaq Shihabi (27)

Muhammad Abrishami  Muhammad Qasim  Shams al-Din    Pir #Ali Jami (21)          Rustam #Ali (22)
(18)  Shadishah (19)  Muhammad

 Kirmani (20)
Yari Haravi (29)

Hafiz Baba Jan Udi (23) Malik Daylami (24)  Muzaffar #Ali (25)

Section on other students of Azhar is added at the end (after line through Sultan #Ali Mashhadi is
completed), with special reference to alternate style of Sultan #Ali Mashhadi introduced by #Abd al-Rahim
Khvarazmi.

* nos. = order in which calligraphers are named by Malik Daylami
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Mir Sayyid Ahmad

History of Kufic and the Six Scripts

KUFIC
#Ali b. Abi Talib (1)*

KHU•—•-I SITTA/ SHISH QALAM (Six Scripts)

Ibn Muqla (2)
(in 310/922 derived them from Kufic)

#Ali b. Hilal (3)
(a.k.a. Ibn Bawwab)

Yaqut al-Musta#simi (4)

Shaykhzada Arghun Kamili (6) Nasr Allah Tabib Mubarakshah Yusuf Mashhadi Sayyid Haydar
Suhravardi (5)          (7) Zarin Qalam (8)           (9) Gundanivis (10)

|
Pir Yahya Sufi (11)     Khvaja #Abd Allah Sayrafi (12)

    |
Hajji Muhammad Bandgir (13)

    |
 Shams al-Din Qattabi (14)

#Abd al-Hayy (15) #Abd al-Rahim Khalvati (16)   Ja#far al-Tabrizi (17)
(son of 14) (son of 14)

Ni#mat Allah Bawwab (19)  #Abd Allah Tabbakh (18)
(alludes to other masters
of Khurasan)

Shams al-Din Sani
Tabrizi (20)

Alludes to other masters of Iraq, Khurasan, Fars, and Kirman at the end.

* nos. = order in which calligraphers named by Mir Sayyid Ahmad
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Mir Sayyid Ahmad

History of Nasta#lÊq and Ta#lÊq

Mir #Ali Tabrizi (1)*
(inventor of nasta#lÊq)

|
#Ubayd Allah (2)

(son of 1)
|

Ja#far (3)
|

Azhar (4)
|

Sultan #Ali Mashhadi (5)
|

Muhammad Abrishami (6) Sultan Muhammad Khandan (7) Sultan Muhammad Zayn al-Din
Nur (8) Mahmud (9)

Sayyid Mir #Ali (10)
(on par with Sultan #Ali)

IN STYLE OF SULTAN #ALI MASHHADI

Sultan #Ali Qayini (11)
Sayyid Ahmad Mashhadi (14)

Sultan #Ali Sabz Mashhadi (12)
Shah Mahmud Nishapuri (13)
Sayyid Ahmad Mashhadi (14) (student of Mir #Ali)
Malik Daylami (15) (student of Mir Jan [16])

ALTERNATE STYLE FROM SULTAN #ALI MASHHADI

#Abd al-Rahman Khvarazmi (17)
#Abd al-Rahim (a.k.a. Anisi) (18) (master of father’s method, 17; scribes of Shiraz follow him)
#Abd al-Karim (a.k.a. Padishah) (19) (master of father’s method, 17)

Ta #lÊq

(taken from riq§#)

Khvaja Taj al-Din Salmani (1) #Abd al-Hayy Astarabadi
Munshi (2)
(two styles from him)

1. nih§yat-i ruãåbat va Èarakat 2. kam§l-i istiÈk§m va pukhtagÊ va ußål va ch§shnÊ

(at the extremity of freshness and movement) (perfect in firmness, maturity, essentials, and taste)
Secretaries of Khurasan Secretaries of Azarbayjan and Iraq

Darvish (3) Shaykh Muhammad Tamimi (7)
Amir Mansur (4) Darvish (8)
Khvaja Jan Jibra"il (5)

* nos. = order in which calligraphers are named by Mir Sayyid Ahmad
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Mir Sayyid Ahmad

Hair Pen

Manichaean Magicians (1)*

Sorcerers of China and Europe (2)

#Ali b. Abi Talib (3)
(Korans copied by him decorated with illumination)

Haft aßl (seven modes)

Masters of Fars and Iraq Masters of Khurasan

Master Darvish (4) Khvaja Mirak (12)
Khalifa Muhammad Hayat (5) Hajji Muhammad (13)
Mir Musavvir (6) Ustad Qasim #Ali Chihragushay (14)
Mir Sayyid #Ali (7) (son of 6) Ustad Bihzad (15)
Khvaja #Abd al-Razzaq (8)
Khvaja #Abd al-Vahhab (9)
Khvaja #Abd al-#Aziz (10) (son of 9)
Sayyid Mirak (11)

* nos. = order in which practitioners are named by Mir Sayyid Ahmad
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Shams al-Din Muhammad

Vegetal Pen: Basic (aßl ) and Subsidiary (far# ) Scripts—
thuluth, muÈaqqaq, naskh, rayÈ§n, tawqÊ#, riq§#, ta#lÊq and naskh-ta#lÊq

KHU•—•-I SITTA, “SIX SCRIPTS”

Yaqut al-Musta#simi (1)*
(master of aßl)

#Abd Allah Sayrafi (2)
(master of aßl, especially thuluth and muÈaqqaq)

#Abd Allah Tabbakh (3)
(praised for aßl and far#)

NASTA#L^Q

Mir #Ali Tabrizi (4)
(invented nasta#lÊq)

Khvaja #Abd Allah (5)
(son of 4)

Ustad Ja#far al-Tabrizi (6)
(master of aßl and far#)

#Abd Allah Tabbakh (7) Azhar (8) #Abd al-Hayy Munshi (9)
(thuluth) (nasta#lÊq) (ta#lÊq)

Sultan #Ali Mashhadi (10)

Sultan Muhammad Sultan Muhammad Sultan Muhammad Muhammad
Nur (11) Abrishami (12) Khandan (13) Qasim Shadishah (14)

Zayn al-Din Mahmud (16)
(son-in-law of Sultan #Ali [10])

 |
Mir #Ali (15)

Amir Sayyid Ahmad Najm al-Din Mahmud    Mir Muhammad Mir Husayn
Mashhadi (16) Ishaq al-Shihabi (17)    Baqir (18) (son of 15) Kulangi (19)

OTHER MASTERS

Malik Daylami (20)
Shah Mahmud Zarin Qalam (21)
#Abdi Katib Nishapuri (22) (taught Shah Mahmud)
Anisi Badakhshi (23)
Amir Sayyid Mu#izz al-Din Muhammad al-Kashi (24)
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BASIC SCRIPTS

#Abd al-Haqq Sabzavari (25) (master in Khurasan and Iraq; student of #Abd Allah al-Haravi)
Shaykh Kamal al-Sabzavari (26)

Shams al-Din Muhammad Vasfi (27)

MASTERS OF SHIRAZ AND KIRMAN

Amir b. Husayn al-Sharifi al-Mashhadi (28)
Azam Nassakh Shirazi (29)
Shams al-Din al-Kirmani (30)
Ikhtiyar al-Munshi (31)
Ayshi (32)
Muhi (33)
Yari Haravi (34)
Shaykh Muhammad Musavvir (35)
Mahmud Muzahhib (36)
Muhammad Husayn Tabrizi (37)
Asa Beg (38)
#Ali Beg Sabzavari (39)
Shaykh Puran (40)
Mir Husayn Katib (41)
Muhammad Salih Dardmand (42)
Sangi #Ali Badakhshi (43) (découpeur of calligraphy)

* nos. = order in which practitioners are named by Shams al-Din Muhammad

Shams al-Din Muhammad

Animal Pen

Hair-splitting Manichaeans (1)*
Sorcerers of China and Europe (2)
Ustad Mani (3)
Ustad Bihzad (4)
Muzaffar #Ali (5)
Mawlana #Ali Musavvir (6)
Mawlana Kepek (7)

MASTERS WITH WORKS IN THE ALBUM

Mawlana Muhammad Riza Mashhadi (student of Mir Sayyid Ahmad) (1)*
Mawlana #Ali Riza (2)
Mawlana #Abd al-Rahim (3)
Mawlana Hasan #Ali Mashhadi (4)

* nos. = order in which depictors are named by Shams al-Din Muhammad
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Muhammad Muhsin

History of Calligraphy from Kufic to Nasta#lÊq

KUFIC

#Ali b. Abi Talib (1)*
(first to record writings of Prophet Muhammad)

KHU•—•-I SITTA, “SIX SCRIPTS”

Ibn Muqla (2)
(invented them in 310/922; derived from Kufic)

Ustad #Ali b. Hilal (3) (a.k.a. Ibn Bawwab)

NASTA#L^Q

Mir #Ali Tabrizi (4)
(invented nasta#lÊq)

#Abd Allah (5)
(son of Mir #Ali Tabrizi)

|
Mawlana Ja#far (6)

|
Mawlana Azhar (7)

|
Mawlana Sultan #Ali (8)

Mawlana Sultan Mawlana Sultan Mawlana Muhammad Mawlana Mawlana Zayn
Muhammad Nur Muhammad Abrishami (11) Muhammad al-Din Mahmud
(9) Khandan (10) Qasim Shadishah (12)     (13)

       |
Mawlana Mir #Ali (14)

Muhammad Baqir (19) Khvaja Mahmud Mir Sayyid Mawlana Mawlana Yari
(son of Mir #Ali) Ishaq al-Shihabi (20) Ahmad al- Malik al-Bukhari (23)

Husayni (21) Daylami (22)

FOLLOWERS OF MAWLANA SULTAN #ALI’S STYLE FOLLOWERS OF MIR #ALI’S STYLE

Mawlana Sultan #Ali Qayini (15) Mawlana Muhi (24)
Mawlana Sultan #Ali Sabz Mashhadi (16)
Mawlana Shah Mahmud Nishapuri (17)
Mawlana #Abdi Nishapuri (18)

ALTERATION FROM SULTAN #ALI’S STYLE

Mawlana #Abd al-Rahman al-Khvarazmi (25)
#Abd al-Rahim Anisi (26) (son of 25)
#Abd al-Karim Padisha(h) (27) (son of 25)
Anisi and Padishah followed their father’s style

* nos. = order in which calligraphers are named by Muhammad Muhsin
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GLOSSARY

The glossary includes terms commonly used in the prefaces and its function is to define
the senses of words in the context of writing about art. Many have special or technical
meanings that differ from conventional or dictionary meaning.

Key: Mur = Murvarid; Kh= Khvandamir/Amini; MSA1= Mir Sayyid Ahmad, H. 2156;
Dust= Dust Muhammad; SQ= Shah Quli; Malik= Malik Daylami; MSA2= Mir Sayyid
Ahmad, H. 2161; Shams= Shams al-Din Muhammad; MM= Muhammad Muhsin; Salih=
Muhammad Salih.

abr one of the “seven modes” (MSA2)
afsh§ngar gold-sprinkler (Malik)
#aks reverse, reflected image, transposing, the use of a stencil

(Shams)
ãaßvÊr§t va khuãåã-i #aks stenciled depictions and calligraphies (Shams)

#al§mat (pl. #al§m§t) sign, mark (Shams)
aql§m al-sitta six scripts (naskh, muÈaqqaq, rayÈ§nÊ, thuluth, riq§#, tawqÊ#) (Dust)
and§za specimen, copy (MSA2)
asar (pl. §s§r) trace, footprint, sign, memorial (Mur, Kh, MSA1, Dust,

MSA2, Shams, MM, Salih)
aßl (pl. ußål) basic, principal, root, source, prototype (Dust, Shams, MSA2)

haft aßl “seven modes,” comprising isl§mÊ, khaã§"Ê, farangÊ, faßß§lÊ, abr,
girih, v§q (MSA2)

§"Ên mode, form, manner (MSA2)
§"Êna mirror (Kh, Dust, SQ, MSA2, Shams)

§"Êna-yi khiy§l mirror of the imagination (MSA2)
§"Êna-yi kh§ãir mirror of the mind (Shams)

barg leaf, sheet of paper (Dust, Shams, MM)
chihra countenance, face, portrait (Dust)
chihra-gush§ (pl. gush§y§n) portrait painter (MSA2, MM)
chihra-gush§"Ê display (Dust, MSA2)
chihra gush§d appeared, became visible (Kh, Salih)
dÊb§cha preface, illuminated frontispiece (Dust, SQ, Malik, MSA2)
far# subsidiary, branch of tree, derivative (Shams [contrasted with

aßl])
farangÊ one of the “seven modes” (MSA2)
faßß§lÊ one of the “seven modes” (MSA2)
fann (pl. funån) art, manner, artifice (Mur, Kh, MSA1, Dust, Malik, MSA2,

Shams)
fann-i hunarvarÊ the art of skill (Kh)
funån-i faî§"il the arts of virtue, the arts of excellence (Malik)

ghub§r small writing, lit. dust or vapor (Dust, SQ, MSA2, Shams,
MM)
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girih one of the “seven modes” (MSA2)
È§l k§rÊ work in gold, illumination (Malik)
È§shiyya (pl. Èav§shÊ) margin, border (Malik)
Èayv§nÊ animal, living, sensual (MSA2)
hunar art, skill, ingenuity, virtue, excellence (Mur, Kh, Dust, Malik,

MSA2, Salih)
hunarmand (pl. hunarm§nd§n) learned, skillful, artist (MSA2)
hunarvar (pl. hunarvar§n) skillful, clever (Kh, Dust)
ikhtir§# invention, inventing (Dust)
insh§" epistolography, composition (Dust, SQ, Malik)
isl§mÊ (also islÊmÊ) one of the “seven modes” (haft aßl) associated with illumi-

nation and the arts of the book (Dust, MSA2)
jadval (pl. jad§vil) ruling, i.e., ruled line, column, table (Malik, Shams)
jam# collecting, compiling, assembling; a compilation, assemblage,

aggregation (SQ)
j§mi# assembler, gatherer, compiler, collector (Kh, Malik)
jild binding, cover (Mur, MSA1, Salih)
jung anthology (Dust)
k§ghaz/ k§ghad paper (Kh, Salih)
k§rg§h workplace (MSA2)

k§rg§h-i #§lam workplace of creation (i.e., the world) (MSA2)
k§rkh§na workshop (Kh, Dust, MSA2, Salih)

k§rkh§na-yi båqalamån workshop of various hues (changeable, i.e., creation) (Kh)
k§rkh§na-yi dav§#Ê workshop of (changing) fortune (Dust)
k§rkh§na-yi kun fayakånu workshop of “ ‘Be!,’ and it is” (Salih)
k§rkh§na-yi qaî§" workshop of destiny (MSA2)

khaã§"Ê one of the “seven modes” (MSA2)
k§tib (pl. kutt§b/ k§tib§n) scribe, copyist (Dust, MSA1, Malik, MSA2, Shams, MM,

Salih)
kh§tima conclusion
khaãã (pl. khuãåt) calligraphy, script (Mur, Kh, MSA1, Dust, SQ, Malik,

MSA2, Shams, MM, Salih)
khaãã-i mayl script of benevolence (Shams)
khaãã-i mu#jiz miraculous script (MSA2)
khaãã-i mushkÊn musk-scented calligraphy (Dust, SQ, Salih)
khuãåt-i aßl basic scripts (MSA2)
khaãã-i sitta the six scripts (naskh, muÈaqqaq, rayÈ§nÊ, thuluth, riq§#, tawqÊ#)

(MSA2, Shams, MM)
khaãã shin§s§n those who are knowledgeable about calligraphy (MSA2)
khaãã§t (pl. khaãã§ã§n) calligrapher, scribe, copyist (Dust, Salih)
khazÊna-yi hunarvarÊ treasury of skill (Dust)
khaz§n autumn; allusion to red and yellow leaves (MSA2, Shams,

MM)
khiz§na treasury (Dust)
khiz§na-d§rÊ the office or practice of treasurer; usually khiz§na-d§r, trea-

surer (Malik)
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khiz§na-yi kutub book treasury (Mur)
kilk pen, hollow reed (Mur, Kh, MSA1, SQ, MSA2, Salih)

kilk-i mushk musk-scented pen (Salih)
kilk-i qaî§" pen of judgment, pen of destiny (Salih)

kit§b book (Mur, Kh, MSA1, Malik, MSA2)
kit§bat writing, inscription (Mur, Kh, MSA1, Dust, MSA2)
kit§bd§r librarian (Dust)
kit§bkh§na workshop-cum-library (Dust, SQ)
kåfÊ Kufic script (Dust, MSA2, MM)
khushnivÊs§n calligraphers (Dust, MSA2, Shams, MM, Salih)
lawÈ tablet, slate (Mur, Kh, MSA1, Dust, SQ, Malik, MSA2,

Shams, MM, Salih)
lawÈ-i kh§ãir tablet of the mind/memory (MSA2, Shams)
lawÈ-i khav§ãir tablet of thoughts (SQ)
lawÈ-i maÈfåí the preserved tablet (Dust)
lawÈ-i vujåd tablet of existence (SQ)
lawÈ-i îamÊr tablet of the heart/mind (MSA2)
lawÈ va qalam-i vujåd tablet and pen of existence; reference to Koran (Shams)

ma"§sir signs, memorials (Mur, Kh, MM)
mah§rat excelling in an art or profession (Kh)
m§hir§n those who excel (MSA1, Dust)
majlis (pl. maj§lis) assembly, gathering, poetic institution (Dust, SQ, MSA2,

Salih)
majlis-i taßvÊr assembly of image (Salih)
maj§lis-i taßvÊr§t assemblies of images (paintings/drawings) (MM)

majmå#a anthology, assemblage, gathering (Dust, SQ)
manshår (pl. man§shÊr) mandate (Mur, MSA1, Malik, MSA2)
maníar looking, beholding; countenance, face; object of sight (MM)
mashq practice exercise in calligraphy, model (Malik)
ma#qilÊ type of script (Dust)
masãar places where lines are drawn (misãar: board) (Dust)
masãår written, delineated (Kh)
ma#nÊ meaning, idea (Mur, Kh, MSA1, Dust)

ßårat va ma#nÊ form and meaning (Kh, SQ)
mid§d ink (Mur, Kh, MSA1, Dust, Salih)

mid§d-i mushkÊn musky ink (MSA1)
mid§d k§rÊ work in ink (Shams)

mis§l example, model, figure, mode, archetype (Dust, MSA2, MM,
Salih)

misl (pl. ams§l) similitude, equal (Kh, Dust, Malik, MSA2, Shams)
må hair (Kh, Shams)
mubtadi# originator
mufrad§t exercise sheet in calligraphy comprising single letters

(murakkab§t, exercise in which the letters are joined) (Malik,
Shams)



glossary244

muÈaqqaq one of the six scripts (Mur, Dust, SQ, MSA2, Shams, MM)
muÈarrar inscribed, written (Salih)
muÈarrir (pl. muÈarrir§n) outliner (refers to practice of outlining calligraphy, draw-

ing, illumination, and painting in ink) (Dust, Malik, MM)
mujallid bookbinder (Dust, Salih)
mukhtari# inventor, author, founder (Dust, MM)
mulavvan painted (Salih)
munabbat-k§rÊ filigree work in cut leather or paper; inlay (Dust)
munaqqash painted, speckled (Dust, Malik)
muqadimma introduction (Kh, Dust)
muraqqa# album (Mur, Kh, MSA1, Dust, Malik, MSA2, Shams)

muraqqa#-i gardån album of heaven (Salih)
muraqqa#-i jah§n album of the world (MM)
muraqqa#-i mulamma# album of different colors (Salih)
muraqqa#-i mulamma#-i
zam§n variegated album of the age (MSA2, MM)
muraqqa#-i råzg§r-i
båqalamån variegated album of time (Shams)
muraqqa#-i sam§v§t album of the heavens (SQ)
muraqqa#-i sipihr album of the firmament (Dust)
muraqqa#-i îam§"ir album of memories (SQ)

murattab arranged (Kh)
musann§ duplication or possibly mirror-reversed calligraphy (Salih)
mußavvar formed, painted (Kh, Dust, Malik, Salih)
mußavvir (pl. mußavvir§n) artist (Kh, Dust, Malik, MSA2, Shams, MM)
må-shik§f (pl. må-shik§f§n) hair-splitting; in plural, hair-splitters (Kh, MSA2, Shams)
mushk musk (Dust, SQ, Salih)
muta"§khkhirÊn latter-day (Dust, MSA2)
mutaqaddimÊn old, of the past (Dust)
muzahhab illuminated, ornamented (Salih)
muzahhib (pl. muzahhib§n) illuminator (Dust, MSA2, Shams, Salih)
muzayyan decorated, ornamented (Kh, Malik, MSA2, Shams, MM)
nab§t sugarcane (MSA2, Shams)
n§dir al-#aßr “wonder of the age” (Malik, Shams)
naql copy, transfer (Kh)

naql kardan to make a copy, to transfer (Dust)
naqq§sh (pl. naqq§sh§n) artist (Mur, Kh, MSA1, Dust, MSA2, Shams, MM)

naqq§sh-i azal eternal artist (Kh, Dust)
naqq§sh-i chihra portrait painter (MSA2)

naqsh (pl. nuqåsh) painting, drawing, inscribing; an image (i.e., painting or
drawing) (Mur, Kh, MSA1, Dust, Malik, MSA2, Shams,
MM, Salih)

n§sikh one who cancels out, abrogates, erases (SQ)
naskh one of the six scripts (Kh, Dust, SQ, MSA2, Shams, MM)
naskh-ta#lÊq alternate spelling for nasta#lÊq (SQ, Malik, MSA2, Shams,

MM)
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nasta#lÊq hanging script (Dust)
naíar looking at, beholding, sight, vision, look (Kh, Dust, Malik,

MSA2, MM, Salih)
nií§ra looking, seeing (MSA2)
n§íir (pl. n§íir§n) seer, observer, spectator (Malik)
naíí§ragiy§n spectators, beholders (SQ, MM)
nigar behold, look (imp. nigarÊstan) (Kh)
nig§r portray, paint, depict (imp. of nig§shtan or present stem) (Salih)
nig§rist§n picture gallery or book of Mani (MM)
nig§rkh§na picture gallery (Dust)

nig§rkh§na-yi chÊn picture gallery of China (Dust, MM)
nig§rkh§na-yi ma#nÊ picture gallery of meaning (Dust)

nish§n sign (Mur, Dust)
nish§na mark, impression (Dust, MSA2)
nåk point, tip, nib (Kh, MSA2)
nåk-i qalam nib of the pen (MSA2)
nuqãa point, dot (Malik)
nuskhat exemplar, prototype, copy or model (Mur, SQ, Malik,

MSA1, MM, Salih)
paykar portrait, countenance (Kh, Dust, MM)
qalam pen or brush (Mur, Kh, MSA1, Dust, SQ, MSA2, Shams,

MM, Salih)
qalam-i Èayv§nÊ animal pen, i.e. brush (Shams)
qalam-i siÈr magic pen (Kh, Dust)
qalam-i må hair pen, i.e. brush (MSA2)
qalam-i mushkÊn musky pen (Kh, Malik, Salih)
qalam-i mu#jiz miraculous pen (MSA2, Shams)
qalam-i du zab§n pen of two tongues (Dust)
qalam-i siy§hÊ black pen, perhaps referring to a technique of drawing (Dust)
qalam tar§sh pen cutter;
qalam tar§shÊ pen cutting (Dust)

qaã # format; cutting; a section or piece; a shape (Dust, Malik,
Salih)

q§ã i #-i khaãã calligraphy découpeur (Shams)
qiãa# (pl. qiãa#§t) single-sheet calligraphy (Malik, MSA2, MM)
qiãa#§t-i rangÊn colored specimens (Salih)
rang color, pigment (Kh, Dust, MSA2, MM)

bÊ-rang without color, monochrome (Kh)
nÊ-rang without color, monochrome (Dust)

rangÊ §mÊkht lit., “[a] mixed color,” or “he mixed a color”; rang §mÊkhtan,
mixing colors/pigments (MSA2)

rang §mÊzÊ mixing colors (Dust)
rang nivisÊ writing in color (Dust)
rangÊn colored, polychrome (Mur, MSA1, MM)
r§qim (pl. r§qim§n) writer, inscriber (Malik, MSA2, Shams)
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r§qim al-k§f wa al-nån writer of letters k§f and nån (i.e., God) (MM)
raqam (pl. ruqåm) letter, character, form, writing (Mur, Kh, MSA1, Dust, SQ,

Malik, MSA2, Shams, Salih)
rasm form, figure
rayÈ§n one of the six scripts (Kh, MSA1, SQ, Malik, MSA2, Shams,

MM, Salih)
riq§# one of the six scripts (Mur, MSA1, SQ, MSA2, Shams, MM,

Salih)
ravish style, manner, mode (MSA2)
ris§la treatise
ßafÈa (pl. ßafaÈ§t) page, sheet (Mur, Kh, Dust, SQ, Malik, MSA2, Shams, MM,

Salih)
ßafÈa-yi dawr§n revolving page of fortune (MSA2)
ßafÈa-yi Êj§d page of existence (Dust)
ßafÈa-yi k§får page of camphor (SQ)
ßafÈa-yi kawn page of being (SQ, MSA2)
ßafÈa-yi råzg§r page of days (Shams)
ßafÈa-yi zamÊn page of creation (MM)
ßafÈa-yi îamÊr page of the heart/mind (Shams)

safÊna anthology, oblong book with its cover bound on the short
side (Malik)

ßaÈÊfa (pl. ßaÈ§"if) book, page, leaf (Mur, Kh, MSA1, Malik, MSA2)
ßaÈ§"if-i afl§k pages of the heavens (Salih)
ßaÈ§"if-i ayy§m pages of days (Shams)
ßaÈ§"if-i falak pages of the sky (Shams, Salih)
ßaÈ§"if-i råzg§r pages of days (MSA2, Shams)
ßaÈÊfa-yi #§lam-i kun

fayakånu page of the world [of] “‘Be!,’ and it is” (SQ)
ßaÈÊfa-yi dawr§n revolving page of fortune (Salih)
ßaÈÊfa-yi kh§ãir page of the mind/memory (MM)
ßaÈÊfa-yi nån wa al-qalam

wa m§ yasãaråna the page of “Nån. By the pen and what they write” (Shams)
ßan# doing, making, creating (MSA2, MM)
ßan§"i# arts, crafts, actions, benefits (MSA1, Salih)
ßan#at art, craft (Mur, Kh, MSA1, MSA2, MM)
ß§ni# maker, craftsman, creator (Kh, Dust, Shams)
ß§ni#-i bÊ-chunÊ incomparable creator (i.e., divine creator, God) (Shams)
sar §mad chief master, most excellent (MSA2, Shams, MM)
sar-i lawÈ illumination at top of the page (MSA2)
saãr (pl. suãår) line (Mur, MSA1, Malik, MM)
sav§d ink, blackness (Mur, MSA1, MSA2, MM)
sh§gird (pl. sh§gird§n) student (Dust, Malik, MSA2, Shams, MM)
shajara-yi khuãåt-i sitta tree of the six scripts (MSA2)
shakl (pl. ashk§l) form (Dust, MSA2, Shams, MM)
shamsa illuminated medallion, ex libris
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shikasta basta type of script (Malik, Shams)
shish qalam six pens (i.e., six scripts) (MSA2)
silsila chain (Dust, MSA2)
ßin§#at profession, art (Dust)
ßuÈbat conversation, feasting, gathering (Dust, Malik, MSA2)
ßårat (pl. ßuvar) form, image (Mur, Kh, MSA1, Dust, SQ, Malik, MSA2,

Shams, MM, Salih)
ßårat-i khaãã form of calligraphy/writing (Kh)
ßårat va ma#nÊ form and meaning (Kh, SQ)

ßårat-gush§"Ê portraying a form (MSA2)
ßårat-s§zÊ picture-making (Dust)
ßåratkh§na picture-house (MSA2, MM)
tafrÊÈ recreation, amusement (Kh)
taÈrÊr outlining (Kh, Dust, Malik, Shams, MM, Salih)
taksÊr§t pieces (MM)
ta#lÊq script used especially in chancellery documents (Mur, MSA1,

Dust, MSA2, Shams, MM)
ãarÈ design, compositional unit, foundation (Dust, MSA2)
ãarÈ-i bidÊ# new design, original design (MM)
ta#rÊf praise, commendation, description (Salih)
ta"rÊkh chronogram
tarkÊb composition, plan (MSA2)
ãarr§È (pl. ãarr§È§n) designer, draftsman (Dust, Shams, MM)
tartÊb arrangement, organization, order, plan (Mur, Dust, SQ,

Malik, MSA2, Shams, MM, Salih)
ãarz style, manner, mode (MSA2)
taßvÊr (pl. taß§vÊr or taßvÊr§t) image, picture; depicting, depiction (Kh, Dust, SQ, Malik,

MSA2, Shams, Salih)
tawqÊ# one of the six scripts (MSA1, Dust, SQ, MSA2, Shams, MM,

Salih)
tawßÊf description (Kh, Dust, SQ, Malik, Shams, Salih)
tazhÊb (pl. tazhÊb§t) illumination (Kh, Dust, Malik, MSA2, MM)
tazkira biographical notice, remembrance, biography
tazyÊn ornament, decorate (Dust, SQ, MSA2, MM, Salih)
tÊgh knife, blade (SQ, MSA2)
tims§l image, portrait, semblance (Dust)
thuluth one of the six scripts (Dust, SQ, MSA2, Shams, MM)
#unv§n illuminated heading in a book
uslåb manner, mode, form, way (Dust)
ust§d (pl. ust§d§n) master (Kh, Dust, MSA2, Salih)
v§q one of the “seven modes” (MSA2)
varaq (pl. awr§q) folio, page, sheet (Mur, Kh, MSA1, Dust, SQ, Malik, MSA2,

Shams, MM, Salih)
awr§q-i falak pages of heaven (MM)
awr§q-i jah§n pages of the world (Salih)
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awr§q-i muraqqa#-i sipihr pages of the album of the firmament (MM)
awr§q-i zam§n pages of time (Salih)

vaßß§l§n rebinders, margin setters, patchworkers (MM)
vaßß§lÊ margin setting (Mur, MSA1)
v§îi# inventor (Dust, MSA2, Shams, MM)

v§îi# al-aßl inventor of the archetype (Dust, Malik)
v§îi#-i as§s inventor of the foundation (Dust)
v§îi#-i mis§l inventor of the prototype (Shams)

y§qåt ruby (SQ, Malik)
zÊb ornament, beauty (MM)
zÊn adorning, ornamenting (Kh)
zÊnat ornament, decoration, beauty (Kh, Dust, Malik, Shams,

Salih)
zÊnat-i maß§Èif ornamenting Korans (Dust)

zÊb§ beautiful, elegant, arranged, ornamented (MSA2, Shams,
MM)
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Creation, 88, 89, 92, 94, 95, 96, 99, 101–2, 106–7,

108, 120, 182, 190, 193
creativity, role of model (for calligraphy and painting),

16; role of perception and imagination in, 184
criticism, 151; judgment by comparison, 133; judgment

of skill, 150; language of, 151–53; methods of, 124

-D-
Daniel, 7, 98, 135, 141, 164, 171, 172–74, 176, 178,

179, 180, 183, 189, 192, 194, 195, 198; Book of
Daniel, 181

Dara, 97
Darvish Muhammad, artist, 144
Darvish Muhammad, master of Muhammad Haydar

Dughlat and student of Shah Muzaffar, 45, 129
Dastår al-vuzar§", of Khvandamir, 26, 123
David (Da"ud), 171
DawÈat al-azh§r, of #Abdi Beg Shirazi, 214
Dawlatshah Samarqandi, Timurid biographer and

poet, 17, 23, 39–40, 84, 113, 127, 129; Tazkirat al-
shu#ar§", 23, 96, 123–24

découpage, 109, 149, 213
depiction (taßvÊr, painting and drawing), 50, 98, 126,

129, 149, 160, 167; as deception, 187; history of,
127, 141–42, 167–79; for prognostication, 179, 189;
relationship to calligraphy/writing, 141, 171, 191–

200; and revelation, 180. See also acheiropoeta
dÊb§cha, See album preface
DÊb§cha-yi muraqqa#-i Ust§d Bihz§d. See Bihzad album

preface
dÊb§ja. See dibacha
Dinawari (d. 965), al-Akhb§r al-ãiw§l, 171
Div Sultan Rumlu, atabeg of Shah Tahmasp, 21
drawing. See depiction
Durmish Khan, governor of Herat, guardian of Sam

Mirza, 25, 42
Dust Divana, painter, 35; Dust Divana/Dust Musavvir,

28, 204
Dust Muhammad (Dust Muhammad b. Sulayman

Haravi), album preface author, royal librarian,
calligrapher, 5–14, 27–28, 29, 34, 43, 45, 46, 55,
57, 95, 101, 103, 106, 108, 114, 116, 211, 213;
Bahram Mirza album, 5, 6, 7, 27–28, 31, 45, 46,
52, 55, 57, 58, 60, 62, 63, 64, 66, 69, 96–99, 130,
143, 160–208, 217–18; on calligraphy and depic-
tion, 134–46, 149, 160–200

Dust Muhammad b. #Abd Allah, 28
Dust Muhammad b. Sulayman (Gavashani) Haravi.

See Dust Muhammad

-E-
ekphrasis, 71, 214, 215
ethics, literature on, 154
Euclid, 112
European art, 142, 160, 164, 195–96

-F-
Fakhri b. Amiri Haravi, Laã§"if-n§ma, 42, 49
Fakhri Haravi, Jav§hir al-#aj§yib, 210–11
F§l-n§ma, of Kalender Pasha, 4
Faqtash, 182
Farid al-Din Ja# far. See Ja#far al-Tabrizi
Faridun, Iranian hero, 97
Fihrist, of Ibn al-Nadim, 7, 128, 135
Firdawsi, Persian poet, author of Sh§hn§ma, 25, 175,

195
form and content, 11–12, 87, 92
FutåÈ bil§d al-Sind, of al-Waqidi, 181
FutåÈ§t-i sh§hÊ, of Amini, 27

-G-
Gabriel, 176
Gawhar Shad, mother of Baysunghur, 168–69
Gayumars, 152
gems/jewels, imagery of, 109–10, 112, 151
genealogy. See transmission
Ghazali, 166, 178–79; Alchemy of Happiness, 187
Ghiyas al-Din b. Humam al-Din Muhammad (Khvan-

damir). See Khvandamir
ghul§m system, 21
Gulist§n, of Sa’di, 174, 179
Gulist§n album. See Muraqqa#-i Gulist§n
Gulist§n-i hunar, of Qazi Ahmad, 1–2, 5, 6, 8, 10, 11,

33, 131, 147, 149, 157, 211
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Gulshan album. See Muraqqa#-i Gulshan
Gülz§r ül-ßev§b, of Nefeszade, 4

-H-
\abÊb al-siyar fÊ akhb§r afr§d al-bashar, of Khvandamir,

25, 26, 41, 47, 65–66, 95, 113, 119, 124–25, 130,
169

Habib Beg Ustajlu, 44
hadith (tradition), 15, 103, 134, 190, 191
Hafiz Baba Jan, calligrapher, 133, 143–44
Hafiz Charkin, poet, artist, 50
Hafiz Futa, calligrapher, 130
Hafiz Hajji Muhammad, calligrapher, 137
haft aßl (seven modes), 142, 150
Haft Awrang, of Jami, 53
Haft Paykar, of Nizami, 111, 176, 179
Hajji Muhammad Naqqash, poet, artist, 126
Hasan Beg Rumlu, historian, 28, 30, 34, 41, 130; AÈsan

al-tav§rÊkh, 31, 47, 130
Hasan b. Mawlana #Abd al-Majid al-Juvalli al-Muzaf-

fari, Nuzhat al-kutt§b va tuÈfat al-aÈb§b, 104
Haydar, Safavid shaykh and father of Isma#il Safavi,

18
Haydar al-Husayni, calligrapher, 4, 116
Herakleios, Byzantine emperor (575–641; r. 610–41),

98, 172, 179
Herati court, Timurid, 38–41
Hilali, poet, 42
Hisham b. Abi al-#Ass, 172, 182
history of art, 46–51, 133–45, 157–59, 162; conscious-

ness of, 47–49; construction of, 143–45; compared
to other art traditions, 12–13, 211–14; myth in,
164–65, 166; as progress, 145–46; role of biography
in, 122, 210; see also transmission

Humayun, Mughal ruler (r. 1530–40 and 1555–56),
26, 32

Husayn al-Din Va#iz al-Kashifi. See Kashifi

-I-
Ibn al-Nadim, 209
Ibn al-Bawwab (#Ali b. Hilal), 97, 130, 131, 132, 133,

137, 138, 140, 148; R§"iyya fÊ al-khaãã, 147, 155–
56

Ibn al-Basis (1253–1316), 147, 148
Ibn al-Haytham, Kit§b al-man§íir, 184–85, 188
Ibn al-Muqaffa#, KalÊla wa Dimna, 166
Ibn al-Nadim, historian, Fihrist, 7, 128, 135
Ibn al-Wahid (b. 1249), 147, 148
Ibn #Arabi, 177, 180
Ibn Khaldun, 114, 183; Muqaddima, 147
Ibn Miskawayh, 226
Ibn Mu"azzin, European artist, 196
Ibn Muqla (Abu #Ali b. Muqla), Abbasid vizier, calli-

grapher, 97, 123, 125, 127, 131, 132, 133, 135,
136, 137, 138, 155, 188

Ibn Sa#id, 183
Ibn Sina (Avicenna), 184, 185
Ibrahim Khan Zu’l-Qadar, 31

Ibrahim Mirza (d. 1577), Safavid prince, son of
Bahram Mirza, 6, 31, 33, 34, 44, 45, 53, 54–55,
144

Ibrahim Sultan b. Shahrukh (1394–1435), governor
of Shiraz (1415–35), Timurid prince, Timur’s
grandson, 53, 87, 124, 133, 154

Idris (Enoch), 128, 176, 179
#Imad al-Din b. Kathir (d. 1373), 182
imitation, 69, 85–88, 95; models, 16, 118, 119–20, 134,

138–40, 149–50; original, 115, 150, 158; plagia-
rism, 87, 115, 117, 118–19; repetition, 115, 118.
See also intertextuality

insh§", 3–4, 10, 24, 47, 51, 54, 59, 89, 96, 105, 119–
20; types of, 104

intertextuality, 15–16, 111, 118–19. See also imitation
introduction. See dÊb§cha
inventors. See origins
Iqb§l-n§ma, of Nizami, 177
Ishaq (Isaac), 171
Iskandar Beg Munshi, historian, 6, 10, 32, 35, 37, 43,

44, 46, 130, 191–92; T§rÊkh-i #$lam§r§-yi #Abb§sÊ, 31,
47, 215

Iskandar-n§ma, of Nizami, 177–78
Iskandar Sultan (r. 1412–14 in Fars and then #Iraq-i

#Ajam), 125
#Ismat Bukhari, poet, 110, 111
isn§d. See transmission

-J-
Ja#far al-Sadiq (700–65), last Shi#ite imam recognized

by Sevener and Twelver Shi#is, 191, 192
Ja#far al-Tabrizi (Farid al-Din Ja#far), calligrapher, 100,

125, 130–31, 133, 137, 138, 140, 143, 152, 161,
167; Khamsa copied by, 129

Jahangir, Mughal ruler (r. 1605–27), 4
Jalal al-Din #Abd al-Rahman, Amini’s grandfather, 26
Jalal Beg Afshangar (gold sprinkler), 56, 60, 220
Jamal al-Din Mahmud Shirazi, 34
Jami (#Abd al-Rahman Jami), Timurid poet, 17, 40,

68, 84, 110; Haft Awrang, 53; NafaÈat al-uns min Èaîa-
r§t al-quds, 122

J§mi# maÈ§sin kit§bat al-kutt§b, of Muhammad b. Hasan
al-Tibi, 147

j§mkh§na, 183, 185, 189
Jamshid, Iranian hero, 97
Jamshid Mu#amma"i, 133
Jann§t al-#adan, of #Abdi Beg Shirazi, 214
Jav§hir al-#aj§yib, of Fakhri Haravi, 210–11
Jav§hir al-akhb§r, of Budaq Munshi Qazvini, 27, 28,

47, 130, 144, 148
Jawhar-i SimÊ, of Simi Nishapuri, 147
Jesus (#Isa), 96–97, 98, 171, 195
jeweler (God, muraßßi#), 94; poet as, 110–11
jewels. See gems/jewels
Joseph (Yusuf), 97, 128
judgment. See criticism
Junayd Naqqash al-Sultani, artist, 129, 188
jung, 62, 167, 170
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-K-
Ka#b al-Ahbar (d. ca. 652), 7, 128, 174
Kachal Shahvirdi Beg, 67
Kalender Pasha (d. after 1614–15), F§l-n§ma, 4
KalÊla wa Dimna, 7, 219; of Ibn al-Muqaffa#, 166; Nasr

Allah b. Muhammad, 85–86, 166
Kamal al-Din #Abd al-Razzaq b. Jalal al-Din Ishaq

Samarqandi, Maãla# al-sa#dayn, 132
Kamal al-Din al-Farisi (d. ca. 1320), 185
Kamal al-Din Husayn b. #Ali. See Kashifi
kashf (unveiling), 180, 193
Kashifi (Kamal al-Din Husayn b. #Ali or Husayn al-

Din Va#iz al-Kashifi, d. 1504–5), 135. Works:
Akhl§q-i muÈsinÊ, 154; Anv§r-i suhaylÊ, 85–87, 104,
118, 195; Makhzan al-insh§", 104, 228–29; ‘aÈÊfa-
yi sh§hÊ, 228

Kevorkian album, 4
Khadija Beg Aqa, 19
Khalil Allah, 218
Khamsa, of Amir Khusraw Dihlavi, 124, 177
Khamsa, copied by Ja#far al-Tabrizi, 129
Khamsa, of Nizami, 124, 144, 166, 173, 174, 177, 206
kh§tima (epilogue). See under album preface
Khaãã va sav§d, of Majnun Rafiqi, 131, 147, 155
Khul§ßat al-akhb§r fÊ bay§n aÈv§l al-akhy§r, of Khvandamir,

26, 125
Khul§ßat al-tav§rÊkh, of Qazi Ahmad, 6
Khusraw va ShÊrÊn, of Murvarid, 23
Khusraw wa ShÊrÊn, of Nizami, 177
Khvaja #Abd al-Qadir, polymath, musician, 144
Khvaja #Ali, painter, 167
Khvaja Arghun, calligrapher, 131
Khvaja Ghiyas al-Din Pir Ahmad Zarkub, artist, 146,

149, 168
Khvaja Ibrahim, calligrapher, 152
Khvaja Karim al-Din Habib Allah Savaji, vizier of

Khurasan, 25
Khvaja Mahmud Siyavushani. See Mawlana Mahmud

Ishaq Siyavushani
Khvaja Mir #Ali Tabrizi. See Mir #Ali Tabrizi
Khvaja Mir Hasan, artist, 49
Khvaja Mubarakshah Zarin Qalam, 97, 138
Khvaja Shams al-Din Muhammad Murvarid,

Murvarid’s father, 22
Khvaja Taj al-Din Salmani, inventor of ta#lÊq script,

98, 131, 132, 135, 138
Khvaja Yusuf Burhan, 119
Khvajagi Murvarid. See Muhammad Mu"min
Khvaju Kirmani, poet, Three MasnavÊs, 188–89, 207
Khvandamir (Ghiyas al-Din b. Humam al-Din Mu-

hammad, ca. 1475–1535), Timurid album preface
author, historian, Mirkhvand’s grandson, 10, 19,
23, 24–27, 39–41, 47, 62, 65, 68, 69, 84, 87, 91,
114, 119, 123, 171, 215. Works: biographical no-
tices, 126–29, 157; Dastår al-vuzar§", 26, 123; \abÊb
al-siyar, 25, 26, 41, 47, 65–66, 95, 113, 119, 124–
25, 127, 130, 169; Khul§ßat al-akhb§r fÊ bay§n aÈv§l
al-akhy§r, 26, 125; Ma’§sir al-mulåk, 26, 114, 154;

Mak§rim al-akhl§q, 26; N§ma-yi n§mÊ, 24, 25, 26, 120,
216–17; Q§nån-i hum§yånÊ, 26

Khvandamir/Amini, preface author to the Bihzad
album, attributed to both, 5, 24–25, 41, 43, 47,
54–55, 86–87, 92–94, 95, 96, 106, 107–109, 111,
113–14, 134, 153, 156–57, 185, 195, 211, 216–17

Kildi Muhammad (Sultan Muhammad, d. 1532–33),
Uzbek ruler, 20, 66

Kisa"i, Qißaß al-anbiy§", 171, 179, 190
Kit§b al-aw§"il, of Abu Hilal al-Askari, 127
Kit§b al-had§y§ wa al-tuÈaf, of Qadi b. al-Zubayr, 181
Kit§b al-man§íir, of Ibn al-Haytham, 184-85, 188
Kit§b al-tanbiÈ, of Mas#udi, 180
kit§bkh§na, (royal library), 30, 48–49, 53, 99, 183, 212
Koran, quotations from, 15, 90, 91, 92, 93, 96, 97,

103, 104, 112, 141, 149, 179, 183, 190, 191, 217,
226, 228, 229

Kufic. See calligraphy

-L-
Laã§"if al-ma#§rif, of Tha#alibi, 127–28
Laã§"if-n§ma, of Fakhri b. Amiri Haravi, 42, 49
lawÈ al-maÈfåí (the preserved tablet), 96, 176, 190
Lub§b al-alb§b, of al-#Awfi, 123
Lubb al-tav§rÊkh, of Yahya b. #Abd al-Latif Qazvini, 53,

87

-M-
Ma"§sir al-mulåk, of Khvandamir, 26, 114, 154
Mahin Banu. See Sultanum
Mahmud b. Muhammad, calligrapher,148; Qav§nÊn al-

khuãåã (or Qav§"id al-khuãåã ca. 1561–62), 132–33,
138, 143

Mahmud Shihabi, calligrapher, 36
Maj§lis al-naf§"is, of Mir #Ali Shir Nava"i, 42, 49, 123
majlis (assembly, literary gathering), 45, 64–72, 82, 84–

85, 132, 151, 167–169, 210, 212
Majma# al-khav§ßß, of Sadiqi Beg Afshar, 124
Majnun (Chapnivis) Rafiqi (Majnun b. Mahmud al-

Rafiqi Haravi), calligrapher and poet, 50. Works:
$d§b al-mashq, 131, 147; Khaãã va sav§d, 131, 147,
155; Rasm al-khaãã, 147

Mak§rim al-akhl§q, of Khvandamir, 26
Makhzan al-insh§", of Kashifi, 104, 228–29
Malik Daylami (d. 1561–62), album preface author,

calligrapher, poet, 1, 29, 33–34, 43, 44, 45, 52, 56–
57, 60, 71, 95, 102, 108, 109, 112, 114, 116, 157,
162, 211, 219–20; on calligraphy and depiction,
133, 134, 135, 137, 140–41, 143, 146, 152,; Gåy
va Chawg§n, 34

Malik Qasim, painter, poet, 50
Mani (ca. 216–76), founder of Manichaeism, artist, 25,

93, 98, 101, 103, 106, 113, 126, 142, 153, 164, 165,
195, 206; Artangi Tablet, 98, 173–79, 186, 192,
196; comparisons to Mani, 93, 153, 187, 195

Mansur Musavvir, artist and father of Shah Muzaffar,
40, 41, 129

ma#qilÊ. See calligraphy
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Marwan b. Muhammad b. Marwan, Umayyad caliph,
(r. 744–50), 182

Mas#udi. Works: Kit§b al-tanbiÈ, 180; Muråj al-zahhab,
109

Maãla# al-sa#dayn, of Kamal al-Din #Abd al-Razzaq b.
Jalal al-Din Ishaq Samarqandi, 132

Mawlana #Ali Musavvir, 101
Mawlana Burhan, 71
Mawlana Fasih al-Din, poet, intimate of Mir #Ali Shir

Nava"i, 70
Mawlana Hasanshah, poet, 68
Mawlana Kepek #Akkas Haravi, artist and stencil

maker, 101, 142, 143, 149
Mawlana Mahmud Ishaq Siyavushani, 35, 130
Mawlana Ma#ruf, 125, 132, 169
Mawlana Qasim #Ali, artist, 126
Mawlana Sahibdara, poet, intimate of Mir #Ali Shir

Nava"i, 66, 71
Mawlana Salih, calligrapher, student of Mahmud

Shihabi, 36
Mawlana Shahra Mir Qazvini, father of Malik

Daylami, 33
Mehmed Beg Bektash, 28
Membré, Michele, Venetian envoy to Safavid court,

32, 67, 169; Relazione di Persia, 66
Men§kib-i hünerver§n, of Mustafa #Ali, 4, 29, 215
metaphor (isti #§ra, maj§z), 14, 89, 90, 94, 99, 100, 103,

106–12, 119–20, 148, 152, 156, 160, 165, 167,
176–77, 184, 186, 188, 195; of creation, 89, 90,
92, 95, 96, 107–9, 190

Mid§d al-khuãåã, of Mir #Ali Haravi, 131, 147, 155
mimetic, 163
Mir #Abd al-Samad, artist, poet, 50
mi #r§j. See Prophet Muhammad
Mi #r§j-n§ma, of Ahmad Musa, 7, 160–63, 180, 201–3
Mirak Naqqash. See Amir Ruh Allah
Mir #Ali, calligrapher, student of Zayn al-Din Mahmud,

5, 34, 101, 125
Mir #Ali b. Ilyas al-Tabrizi al-Bavarchi, calligrapher,

188
Mir #Ali Haravi, calligrapher, author of Mid§d al-khuãåã,

131, 147, 155
Mir #Ali Shir Nava’i, Timurid statesman and poet

(1441–1501), 17, 22, 23, 25, 26, 39–41, 55–57, 62,
67–69, 70, 84, 85, 86, 103, 111, 123–124, 126, 128,
129, 151, 215, 216, 227. Works: Maj§lis al-naf§"is,
42, 49, 123; MuÈ§kamat al-lughatayn, 110, 227–28

Mir #Ali Shir Nava’i album, preface of Murvarid, 22,
89–92, 95, 96, 107, 216

Mir #Ali Tabrizi (Khvaja Zahir al-Din Mir #Ali Tabrizi),
inventor of nasta#lÊq, 98, 100, 130, 131, 133, 135,
136, 137, 138, 146, 161

Mir Dawlatyar, artist, 49
Mir Ibrahim Qanuni, calligrapher, musician, poet, 50
Mir #Imad Qazvini, calligrapher, 131
Mirkhvand (Muhammad b. Khvandshah b. Mahmud,

1433–98), Timurid historian, Khvandamir’s grand-
father, xi, 69, 86, 129, 182, 183; Works: MuÈak§mat

al-lughatayn, 227–28 Rawîat al-ßaf§", xi, 40, 87, 103,
126–27, 166, 169, 171–75, 181, 227

Mir Muhammad Baqir b. Mir #Ali Haravi, calligrapher,
teacher of Muhammad Muhsin, 36

Mir Mu#izz Kashi, calligrapher, 130
Mir Murad Khan, 35
Mir Musavvir, artist, 99, 152, 184
mirror, 183, 186, 194; as locus of vision, 180, 181–

89
Mir Sana#i, calligrapher, poet, 50
Mir Sayyid Ahmad (Mir Sayyid Ahmad al-Husayni

al-Mashhadi), album preface author, calligrapher,
22, 24, 29, 34–35, 36, 44, 52, 55, 56, 58, 61, 87–
88, 95, 112, 117–18, 133, 136, 137, 138, 140–42,
152–53, 157, 186–87, 195, 211; preface to Amir
Ghayb Beg album, 102–3, 116–18, 134, 143, 149,
162, 199, 221–22; preface to album H. 2156, 116,
134, 219, 221

Mir Shams al-Din, artist, 49
Mirza #Ali, painter, 117
Mirza #Ali Karkiya, 18
Mirza Muhammad Amni, poet, 33, 60
models. See under imitation
Moses (Musa), 90, 171, 172
mu#amm§ (riddle), 28, 50, 85, 179
MuÈ§kamat al-lughatayn, of Mir #Ali Shir Nava’i, 110,

227–28
Muhammad Badakhshi, poet, intimate of Mir #Ali Shir

Nava"i, 71
Muhammad b. Hasan al-Tibi, J§mi# maÈ§sin kit§bat al-

kutt§b, 147
Muhammad b. Husam (Shams al-Baysunghuri), calli-

grapher, 168
Muhammad b. Mahmud b. Ahmad Tusi, #Aj§"ib al-

makhlåq§t, 183
Muhammad b. Malik Muhammad al-Ustadi, 216–17
Muhammad b. Sayyid Burhan al-Din Khvandshah.

See Mirkhvand
Muhammad Cenderecizade, preface author, 4, 116
Muhammad Fazl Allah Ansari va al-Faruqi, 140
Muhammad Haydar Dughlat, historian, 5, 39–40, 45,

47, 68, 69, 70, 83, 84, 87, 88, 130, 163; T§rÊkh-i
rashÊdÊ, 5, 39, 66, 70, 83, 128–29

Muhammad Husayn Kashmiri, preface author, 4
Muhammad Mirak Salihi Mashhadi, grandson of

Murvarid and preface author, 9
Muhammad Muhsin, album preface author, calligra-

pher, 36, 60, 87, 95, 106, 108, 109, 118, 195, 216;
narrative on calligraphy and depiction, 134, 136,
137, 138, 140–41, 143, 157; preface to album H.
2157, 224

Muhammad Mu"min (b. Khvaja Shihab al-Din #Abd
Allah Murvarid; or #Abd Allah Muhammad or
Khvajagi Murvarid), son of Murvarid, tutor of Sam
Mirza, calligrapher, 22, 42, 45, 50, 116, 126, 132,
144

Muhammad Qasim Shadishah, calligrapher, 28, 101,
143, 152
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Muhammad Rahim, 218
Muhammad Riza Rashid Dihlavi, Mulla, 4
Muhammad Salih, album preface author, calligrapher,

36, 37, 108; preface to album for Vali Muhammad
Khan, 94–96, 224–25

Muhammad Shaybani Khan, Uzbek ruler (r. 1500–
10), 19, 20, 180

Muhammad Zaman Mirza, son of Badi# al-Zaman
Mirza, 25

Mu#in al-Din Muhammad Isfizari, calligrapher, 126
Mulla Ibrahim, calligrapher, musician, poet, 50
Mulla Jan Kashi, calligrapher, poet, 50
Mulla Masih Allah Muzahhib, illuminator, 56, 60, 220
Mulla Yusuf, 129
Mu"nis al-aÈb§b, of Murvarid, 23
Munsha’§t, of Murvarid, 23
muqaddima. See album
Muqaddima, of Ibn Khaldun, 147
al-Muqtadir, Abbasid caliph (r. 908–32), 130, 138
muraqqa#. See album
Muraqqa#-i Gulist§n, preface by Mawlana Muhammad

Husayn Kashmiri, 4
Muraqqa#-i Gulshan, preface by Mawlana Muhammad

Husayn Kashmiri, 4
Muraqqa#-i Sh§hÊ, preface by Abu al-Fazl Naguri #Allami,

4
Muråj al-zahhab, of Mas#udi, 109
Murvarid (Shihab al-Din #Abd Allah Bayani b. Mur-

varid, d. 1516), Timurid-period album preface
author, calligrapher, poet, courtier, 9, 15, 19, 22–
24, 27, 34, 41, 43, 47, 54, 55–56, 58, 84, 87, 109,
112, 113–114, 116, 118, 119, 134, 157, 211. Works:
Khusraw va ShÊrÊn, 23; Mu"nis al-aÈb§b, 23; Munsha’§t,
23; preface to album for Mir #Ali Shir Nava’i, 22,
89–92, 95, 96, 107, 216; Sharaf-n§ma, 22, 104, 216;
T§rÊkh-i maníåm, 23; T§rÊkh-i sh§hÊ, 23

Mußannaf, of Abu Bakr b. Abi Shayba, 127
Mustafa #Ali, Ottoman statesman, man of letters, 4,

11, 29–30, 40; Men§kib-i hünerver§n, 4, 29, 215
Mustakimzade, calligrapher, TuÈfe-i Éaãã§ãÊn, 4, 12
al-Mustansir, Abbasid caliph (r. 1226–42), 97, 138
al-Mustansir, Fatimid caliph (r. 1036–94), 139
al-Musta#sim, Abbasid caliph (r. 1242–58), 130
Muzaffar #Ali, artist, relative of Bihzad, 44, 45, 56, 60,

101, 220
Muzaffar Husayn Mirza (d. 1507), Timurid prince, son

of Sultan Husayn Mirza, 19, 26

-N-
Nabati Tabrizi, designer, poet, 50
NafaÈat al-uns min Èaî§r§t al-quds, of Jami, 122
N§ma-yi n§mÊ, of Khvandamir, 24, 25, 26, 120
Naranji Sultan, poet, intimate of Bahram Mirza, 67,

170
Nasr Allah b. Muhammad, KalÊla wa Dimna, 85–86
nasta#lÊq. See calligraphy
Nawruz Ahmad, 218
Nebuchadnezzar, 171

Nefeszade, Gülz§r ül-ßev§b, 4
Nigari (Heydar Reis), painter, poet, courtier, 46, 70
Nizam al-Din Shami, historian (d. before 1409), 87
Nizam al-Din Shaykh Muhammad, calligrapher, 145
Nizami #Aruzi Samarqandi, 104, 105; Chah§r maq§la,

104–5, 185
Nizami Ganjavi, Persian poet, 7, 119, 193; Haft Paykar,

111, 176, 179; Iqb§l-n§ma, 177; Iskandar-n§ma, 177–
78; Khamsa, 124, 144, 166, 173, 174, 177, 206;
Khusraw wa ShÊrÊn, 177; Mansh§" al-insh§", 86; Sharaf-
n§ma, 177

Noah (Nuh), 171, 176, 183, 228
Nur al-Din #Abd Allah, calligrapher, 146, 152
Nuzhat al-kutt§b va tuÈfat al-aÈb§b, of al-Hasan b. Maw-

lana #Abd al-Majid al-Juvalli al-Muzaffari, 104

-O-
occasional art, 69–71
occasional poetry, 67–68
optical-naturalism, 163, 177, 194, 198
origins of practices, 135–36, 141, 161. See also av§"il

-P-
painting. See depiction
papyrus, 128
Pari-Khan Khanum I, daughter of Shah Isma#il, 28
patron. See under album
pearls, used in image of poet’s practice, 93, 109–10,

111, 112–13, 151, 209
Picture Gallery of China (nig§rkh§na-yi chÊn / nig§rist§n-

i chÊn), 175, 176, 180
Pir Ahmad Baghshimali, artist, 146
Pir Budaq (d. 1467), son of Jahanshah,144
Pir Yahya al-Sufi, calligrapher, 97, 138, 140
preface (dÊb§cha). See album preface
Princess Sultanum. See Sultanum
Prophet Muhammad, 2, 83, 88, 90, 94, 97, 99, 101,

104, 113, 120, 134, 155, 171, 173–75, 183, 186,
191, 226, 227, 228, 229; Mi#r§j, 160–61, 163, 175–
76, 180, 201–3, 205

prophet portraits, painted by Daniel, 170–74

-Q-
Qabus b. Vashmgir, governor, 132
Qadi al-Nu#man, 154
Qadi b. al-Zubayr, Kit§b al had§y§ wa al-tuÈaf, 181
Qadimi Naqqash, painter, poet, 50
Q§nån al-ßuvar, of Sadiqi Beg Afshar, 147, 212, 215
Q§nån-i hum§yånÊ, of Khvandamir, 26
Qara Khalifa, 67
Qarpuz Sultan, Safavid master of ceremonies, 70
Qasim #Ali, artist, student of Bihzad, 129
Qasim #Ali Chihragushay, artist, student of Bihzad,

129
Qav§"id al-khuãåã. See Qav§nÊn al-khuãåã
Qavam al-Din Nizam al-Mulk, Timurid vizier, 23
Qav§nÊn al-khuãåã (or Qav§"id al-khuãåã), of Mahmud b.

Muhammad, 132–33, 138, 143
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Qazi Ahmad, treatise author, calligrapher, 1–2, 4, 33,
34, 35, 36, 54, 215. Works: Gulist§n-i hunar, 1–2,
5, 6, 8, 10, 11, 33, 131, 147, 149, 157, 211, 213;
Khul§ßat al-tav§rÊkh, 6

Qazi Jahan Qazvini, Shah Tahmasp’s grand vizier,
33, 44

Qazi Mir Ahmad Ibrahimi Husayni Qummi. See Qazi
Ahmad

Qißaß al-anbiy§", of Kisa"i, 171, 179, 190
Qißaß al-anbiy§", of Raghbuzi, 183
qizilb§sh, 18, 20, 27, 42–43, 44, 191; album making,

43; interregnum, 21
Qutb al-Din Muhammad Baghdadi, calligrapher, 30
Qutb al-Din Muhammad “Qissa Khvan”, calligrapher,

album preface author, 15, 29–30, 34, 55, 58, 61,
87, 116–19, 157, 199, 211, 215, 223; storyteller,
29, 43

Qutb al-Din Muhammad Yazdi, Ris§la-yi quãbiyya, 29–
30

-R-
Raghbuzi, Qißaß al-anbiy§", 183
R§"iyya fÊ al-khaãã, of Ibn al-Bawwab (#Ali b. Hilal), 147
Rasm al-khaãã, of Majnun Rafiqi, 147
Rawîat al-ßaf§", of Mirkhvand, xi, 40, 87, 103, 126–

27, 166, 169, 171–75, 181, 227
Rawîat al-ßifat, of #Abdi Beg Shirazi, 187
reception, 57, 121; of album, 108–9, 109–10; contexts

of viewing (album and art), 57, 64–65; language
of, 151–52; responses to images as, 70–72, 152, 156,
173, 175–76, 186, 197

rhetoric, 13–15, 89–90, 105, 120, 151, 157, 165, 210–
15

riddle. See mu#amm§
ris§la. See treatise
Ris§la-yi quãbiyya, of Qutb al-Din Muhammad Yazdi,

29–30
Riza #Abbasi, artist, 37
Rudaki, poet, 127
Rumi ( Jalal al-Din Rumi), poet, 178–79
Rustam, Aqqoyunlu ruler (r. 1493–97), 18
Rustam #Ali, calligrapher, teacher of Bahram Mirza

and of Malik Daylami, 45, 133, 143, 144, 149
Rüstem Pasha, Ottoman vizier, 144

-S-
Sa#di, Båst§n, 179; Gulist§n, 175, 179
Sadiqi Beg Afshar, biographer, 33, 44. Works: Majma#

al-khav§ßß, 124; Q§nån al-ßuvar, 147, 212, 215
Safavid court and culture, 38–51, 85, 127
Saffa al-Din #Abd al-Vahhab, teacher of Yaqut, 132
Safi al-Din, Safavid shaykh (d. 1334), 18
safÊna, 63
‘aÈÊfa-yi sh§hÊ, of Kashifi, 228
Sa#id Khan. See Sultan Sa#id Khan
saj#, 84, 103
Sam Mirza (1517–66/67), brother of Shah Tahmasp

and Bahram Mirza, Timurid governor of Herat,

biographer, 20, 23, 24, 28, 29, 32, 42, 50, 65, 66,
126, 129, 144; TuÈfa-yi s§mÊ, 24, 42, 47, 49, 68, 123

Sari b. Ahmad al-Kindi, 209
Sayf al-Din Naqqash, artist, 69
Sayfi #Aruzi Bukhari, #Aråî-i sayfÊ, 127
sayings. See under calligraphy
sensory perception and cognition, 184–85, 188, 191
Seth, 179
Shah #Abbas, Safavid shah (r. 1588–1629), 21, 36, 211,

215
Shahi Beg Khanum (Tajlu Begum), mother of Sulta-

num, 28
Shahdukht Zayb al-Nisa’ Begum, 4
Shah Isma#il I, Safavid shah (r. 1501–24; d. 1524), 18,

19, 20, 21, 23, 25, 26, 28, 35, 42, 65, 125, 144,
191; #$lam §r§-yi Sh§h Ism§#Êl, 192

Shah Isma#il II, Safavid shah (r. 1576–78), 21, 27, 35,
44, 58, 215; album preface for, 99–103, 108, 223

Shah Khurram, 67
Shah Mahmud, calligrapher, 152, 161
Shah Mahmud Nishapuri, calligrapher, 50, 91, 143
Shah Mahmud Beg Zu’l-Qadar, 31
Shah Muzaffar, artist, 40, 45, 128–29, 163, 205
Sh§hn§ma, of Firdawsi, 25, 152, 175, 195
Sh§hn§ma-yi sh§hÊ, Sh§hn§ma made for Shah Tahmasp,

25, 152
Shah Quli Khalifa “Muhrdar,” Timurid album preface

author, calligrapher, courtier, bureaucrat, 30–33,
34, 45, 57, 106, 108, 116, 134, 157; preface to
album for Shah Tahmasp, 22, 30–31, 43, 95, 96,
109, 114, 218–19

Shahrukh, Timurid ruler (r. 1409–47), son of Timur,
father of Baysunghur, 48, 113, 124–25, 127, 169

Shah Tahmasp, Safavid shah (r. 1524–76), son of
Isma#il, 7, 20, 21, 22, 25, 28, 29, 31, 32, 33, 35,
44, 45, 46, 55, 56, 66, 69, 70, 97, 99, 101, 130,
157, 170, 192, 214, 215; kit§bkh§na, 30, 99. Works:
F§l-n§ma for, 192, 199–200; Tazkira-yi Sh§h •ahm§sb,
192

Shah Tahmasp album, 29, 30, 31, 34, 35, 43, 52, 55–
60, 62, 95, 116, 117, 218–19

Shams al-Baysunghuri. See Muhammad b. Husam
Shams al-Din al-Haravi, calligrapher, student of

Mawlana Ma#ruf, 125
Shams al-Din Muhammad (Shams al-Din Muhammad

al-Vasfi), album preface author, calligrapher, 35–
36, 58, 64, 95, 105–6, 112, 118, 134, 136, 137, 143,
146, 149, 153, 157, 211; preface to album for Shah
Isma#il II, 99–103, 108, 138, 140–42, 223

Shams al-Din Muhammad b. Qays al-Razi. See Shams
Qays

Shams al-Din Muhammad Katib, calligrapher, 36
Shams al-Din Muhammad Kirmani, scribe, 35, 133
Shams Qays, poet, 84, 100, 110–11, 119
Shapur, artist, 98, 175, 177, 179, 191
Sharaf al-Din #Ali Yazdi, 53, 87, 119; £afar-n§ma, 83,

87
Sharaf-n§ma, of Murvarid, 22, 104, 216
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Sharaf-n§ma, of Nizami, 177
Shaykh #Ali al-Karaki, 192
Shaykhi, artist, 144
Shaykh Jamal al-Din Yaqut. See Yaqut al-Musta#simi
Shaykh Kamal al-Sabzavari, teacher of Shams al-Din

Muhammad, 105, 106, 143; Tazkirat al-kutt§b, 35,
101

Shaykh Mahmud, calligrapher, 125
Shaykh Muhammad, calligrapher, son of Mawlana

Shaykh Kamal al-Sabzavari, 35
Shaykh Zahir al-Din Abu al-#Ala", 26
Shihab al-Din #Abd Allah Ashpaz. See Abd Allah

Tabbakh
Shihab al-Din #Abd Allah Bayani b. Murvarid. See

Murvarid
Shuja# , 154
Sidi Ahmad, artist, 167
silsila. See transmission
Simi Nishapuri, 119, 126, 147; Jawhar-i SimÊ, 147
‘ir§ã al-suãår, of Sultan #Ali Mashhadi, 96, 114, 130
six scripts. See calligraphy
Solomon (Sulayman), 171
style, 138; affinities of, 138–39, 146
ßuÈbat (feast), 65, 67
Süleyman. See Sultan Süleyman
Sultan Abu Sa#id Khudaybanda (r. 1317–35), 98, 132,

160
Sultan Ahmad b. Shaykh Uvays (r. 1382–1420),

Jalayirid ruler, artist, 124, 125, 127, 146, 167, 170
Sultan #Ali Mashhadi, calligrapher, 50, 62, 91, 98, 100,

101, 125–26, 128–31, 133, 137, 138, 139, 140–41,
143, 145, 146, 147, 148, 152–53, 155–56, 158; ‘ir§ã
al-suãår, 96, 114, 130, 211

Sultan Haydar, Safavid prince, 44
Sultan Husayn Mirza, Timurid sultan (r. 1470–1506),

7, 18, 19, 22, 24, 25, 26, 39–41, 47, 55, 67–68,
85, 86, 99, 109–11, 113, 119, 123, 124, 125, 126–
29, 144, 146, 154, 157, 171, 180, 215, 228, 229

Sultan Khalil, Turkmen ruler (d. 1478), 110, 144
Sultan Mahmud, artist, 117
Sultan Mahmud b. Abu Sa#id (1453–95), Timurid

ruler, 25
Sultan Muhammad, artist, 46, 99, 146, 156, 184, 192,

197, 198
Sultan Muhammad (Muhammad Khudabanda),

Safavid shah (r. 1578–87), 21, 36, 215
Sultan Muhammad Khandan, calligrapher, 62, 126,

152–53
Sultan Muhammad Nur, calligrapher, 98, 149
Sultan Murad III, Ottoman sultan (r. 1574–95), 4, 116
Sultan Sa#id Khan, ruler, 69
Sultan Süleyman, Ottoman sultan (r. 1520–66), 31
Sultan Uvays, Jalayirid sultan (r. 1356–74), painter,

124, 127
Sultan Ya#qub, Aqqoyunlu ruler (r. 1478–90), 18, 62,

68, 144
Sultanum, princess (Mahin Banu), half sister of Shah

Tahmasp, daughter of Shah Isma#il, 28, 32, 45, 69,
143, 218

Surkhab Ardalan, 32

-T-
ãabaq§t (rank), 122, 123
al-Tabari, 172, 183
al-Taftazani, 119
taÈannuth, 176
Tahmuras, 130
Taj al-Din Salmani. See Khvaja Taj al-Din Salmani
Tajlu Begum. See Shahi Beg Khanum
takalluf (ornament, artificiality, new style), 17, 84
ta#lÊq. See calligraphy
T§rÊkh-i #§lam§r§-yi #Abb§sÊ, of Iskandar Beg Munshi,

31, 47
T§rÊkh-i maníåm, of Murvarid, 23
T§rÊkh-i rashÊdÊ, of Muhammad Haydar Dughlat, 5, 39,

66, 70, 83, 128–29
T§rÊkh-i sh§hÊ, of Murvarid, 23
tazkira. See biographical notices
Tazkirat al-kutt§b, of Mawlana Shaykh Kamal al-

Sabzavari, 35, 101
Tazkirat al-shu#ar§", of Dawlatshah Samarqandi, 23, 96,

123–24
al-Tha#labi (d. 1036), 179; #Ar§"is al-maj§lis fÊ qißaß al-

anbiy§", 171–72, 183
al-Tha#alibi, Laã§"if al-ma#§rif, 127–28
Theophanes, chronicler, 172
Three MasnavÊs, of Khvaju Kirmani, 188–89, 207
Timur, Timurid ruler (r. 1370–1405), 87
Timurid court and culture, 38–51, 85, 127
transmission, 132, 136, 142, 145; as a history, 122,

133, 162, 180; by model, 138–40; by pedagogy,
137, 163; silsila of, 134, 137; by text, 148; relation-
ship to isn§d, 134

trope, 11, 14–15, 90, 106, 115–16, 156, 165, 167
TuÈfa-yi s§mÊ, of Sam Mirza, 24, 42, 47, 49, 68, 123
TuÈfe-i Éaãã§ãÊn, of Mustakimzade, 4, 12
Twelfth Imam (mahdÊ), 192

-U-
#Ubayd Allah Shaybani (#Ubayd Allah Khan, r. 1534–

39), Uzbek ruler, 20, 39, 62
Ulugh Beg, 99, 124, 144, 168
#Umar Aqta", calligrapher, 33
#Umar b. Shabba al-Numayri (Abu Zayd #Umar b.

Shabba b. #Abida b. Rayta al-Numayri, 789–877),
historian, traditionist, 181, 182

Ustad Baba Hajji, artist, 129
Ustad Dawlat Khvaja, artist, 49
Ustad Husam al-Din Ghadaragar, artist, 129
Ustad Kamal al-Din #Abd al-Vahhab, 46
Ustad Qivam al-Din Tabrizi, bookbinder, 136, 167
Ustad Shaykh Ahmad, artist, 129
uym§q, 42–43
Uzun Hasan, Aqqoyunlu ruler (r. 1453–78), 18, 219

-V-
Vali Allah, artist, master of Amir Ruh Allah, 99, 129,

149
Vali Muhammad Khan, Uzbek ruler (r. 1605–11), 36,

57, 59, 94
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Vali Muhammad Khan album, preface of Muhammad
Salih, 94–96, 224–25

Vasari, Giorgio, 9, 12–14, 151, 212, 213; Lives, 165,
214

Vasifi, courtier, poet, 20, 45, 62, 67, 70, 71, 110, 151;
Bad§"i# al-vaq§"i#, 66, 120, 165

Vassali Tabrizi, designer, poet, 50

-W-
al-Waqidi (Abu #Ali Muhammad b. #Umar b. al-Wa-

qidi, 747–823), 182; FutåÈ§t bil§d al-Sind, 181
written sources. See under album preface

-Y-
Yahya b. #Abd al-Latif Qazvini, historian, Lubb al-

tav§rÊkh, 53, 87
Yahya b. Khalid, 112

Ya#qub, son of Ibrahim (Abraham), prophet, patriarch,
171, 172

Yaqut (Yaqut al-Musta#simi, Shaykh Jamal al-Din
Yaqut), calligrapher, 1, 7, 23, 33, 48, 57, 97, 100,
125, 127, 130, 131, 132, 133, 137, 138, 140, 145,
146, 152, 155–56, 158

Yari Muzahhib, illuminator, 22, 144
Ya#rub b. Qahtan, progenitor of the Arabs, 97, 135
Yusuf Bahadur, son of Uzun Hasan, 219

-Z-
£afar-n§ma, of Sharaf al-Din #Ali Yazdi, 83, 87
Zahir al-Din Muhammad Babur. See Babur
Zakariyya b. Muhammad Qazvini. Works: #Aj§"ib al-

buld§n, 183; $th§r al-bil§d wa akhb§r al-#ib§d, 183
Zayn al-Din Mahmud, calligrapher, 101, 137




