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ADDITIONS TO ILLUSTRATED MANUSCRIPTS IN OTTOMAN
WORKSHOPS

The royal workshop at the Ottoman palace functioned
as a center not only for the production but also for
the conservation and repair of manuscripts. Like other
patrons of art in the Islamic world, Ottoman patrons
were well aware of the activities of workshops in neigh-
boring states-what and how much they produced,
the caliber of their artists, and the amount of pa-
tronage extended by their ruler. Historical documents
tell us that conquest did not lead to the destruction
of royal or commercial workshops; when a city fell
the best manuscripts in its workshops were simply
gathered up and taken to the conqueror's library or
kept in the treasury. 1 The new patron would take care
of them, and if need be have them repaired. The
artists of his workshop would fill in any spaces left
blank for illumination or paintings. If a manuscript
was unbound, it was given a binding in accordance
with the taste of the new owner. Not just the sultan,
but all the members of the Ottoman court- sehza-
des, hanim sultans, and bureaucrats-were patrons of
art and took great interest in the manuscripts that
were presented to them by visiting princes and am-
bassadors.2 Through these diplomatic gifts, the pal-
ace's manuscript treasury was enriched by outstand-
ing works by Ilkhanid, Jalayirid, Timurid, Turkman,
Mamluk, Safavid, and Uzbek artists.

Manuscripts that were presented by ambassadors
sent to negotiate peace treaties or to represent their
rulers at circumcision or enthronement ceremonies,
enriched not only the treasury but also the culture
of the Ottoman court. The abundance of illustrated
books in the Topkapi Library today shows that the
illustrated Perso-Islamicate classics, especially Firdawsi's
Shahnama and Nizami's Khamsa, were particularly cov-
eted by the Ottoman 'elite.

This paper begins with the appearance of some six-
teenth-century Safavid ambassadors and refugee
princes at the Ottoman court who brought with them
objects that enriched the Ottoman royal treasury. It
concludes with an analysis of a group of royal manu-

scripts which found their way into the Topkapi treas-
ury in unknown ways. The aim in examining these
manuscripts is to understand the diversity and the
richness introduced to Ottoman painting by these
acquisitions and through the additions to them by
their new owners.

In 1567 Shah Tahmasp (r. 1524-76) sent Shah Quli
Khan from the Ustajlu Turkmans as his ambassador
to represent him at the enthronement of Sultan Selim
II (r. 1566-74). Shah Quli Khan was attended by 720
people, requiring 1,700 pack animals. When the en-
voy and his entourage arrived in Istanbul, however,
they learned that the sultan was in Edirne, so they con-
tinued on, entering the city in a spectacular proces-
sion. The gifts for the the sultan were so numerous
that it took forty-four camels to carry them.3 They were
presented to the sultan on 17 Sha'ban 975 (16 Feb-
ruary 1568). One of the most outstanding of them was
a manuscript of Firdawsi's Shahnama with 259 illus-
trations. Ahmed Feridun Bey (d. 1583), the niyanci
(chancellor) of the grand vizier Sokullu Mehmed
Pasha (d. 1579), a close friend of patrons of the arts
of book in the palace and the son-in-law of the grand
vizier Riistem Pasha (d. 1561), was an eyewitness to
this ceremony and describes this remarkable book in
his chronicle, Nuzhet (al-asrar) al-ahbr der sefer-i Zigatvar
(Topkapi Palace Library, H. 1339, fol. 246b). 4 This
Shahnama or Shdhnama-yi Shahi had been made by
skilled artists in Tabriz in the first half of the sixteenth
century for Shah Tahmasp.5 Ahmed Feridun Bey re-
ports in his chronicle that when the Shahnama was pre-
sented to Sultan Selim II it impressed the high-rank-
ing courtiers and bureaucrats in the palace. In less
than a year, Seyyid Lokman from Urmiya, who was
close to Sokullu Mehmed Pasha and Ahmed Feridun
Bey, was appointed official court poet to write a dy-
nastic history of the Ottomans. Beginning in 1569, the
Shahnamas of the Ottoman sultans were written in the
style of Firdawsi's text; a decade later they began to
be illustrated. 7
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The son of Shah Quli, Toqmaq Khan, was in his
turn sent to Istanbul as ambassador from Shah
Tahmasp, this time for the enthronement of Murad
III (r. 1574-95) in 1576. His entourage totaled 250
people supported by 500 pack camels. His audience
with the sultan took place in the Chamber of Petitions;
he came with thirty attendants. Among the gifts he
presented were eighteen illuminated Korans and more
than sixty dvans of Persian poets, a Shdhnama of
Firdawsi, and some illustrated albums (muraqqa's).8

Shah Muhammad Khudabanda (r. 1577-87) and his
son Hamza Mirza (d. 1586) sent as gifts eighteen
manuscripts, including Nizami's Khamsa illustrated by
Bihzad, an illustrated Iskandarnama written in Turk-
ish, and a Shahnama,9 via their ambassador Ibrahim
Khan on the occasion of Sultan Murad III's son
Mehmed's circumcision in 1582.10 Some of the books
presented to Sultan Murad III were brought by the
ten-year-old Safavid prince Haidar Mirza (d. 1595) and
his envoy Mahdi Quli Khan in 1590, who had been
sent by his uncle Shah 'Abbas (r. 1587-1629) as a
hostage to guarantee peace. All twenty of the books
he brought with him were illustrated and illuminated,
and some had jeweled bindings.ll

In addition to these official gifts were the presen-
tations by refugee or captive Safavid, Turkman, and
Timurid princes, seeking refuge at the court. One of
those princes was Ugurlu Mehmed (d. 1477), the eld-
est son of the Aqqoyunlu ruler Uzun Hasan (r. 1457-
78). In the year following the war between Uzun Hasan
and Sultan Mehmed II (r. 1444-46, 1451-81) Ugurlu
Mehmed sought refuge at the Ottoman court in
1474,12 after having incurred his father's wrath. We
do not know who came with him, but the informa-
tion provided in the chronicles and in colophons from
books from Mehmed II's reign tell us that in the one
year Ugurlu Mehmed stayed in Istanbul, he was among
the elite who inspired the arts of the court.13 He
married a daughter of Sultan Mehmed II (the cou-
ple had a son, Ahmed G6de [d. 1498], who became
the uler of the Aqqoyunlu Turkmans in 1496). Ac-
cording to the chronicles Ugurlu Mehmed conveyed
information about the Arabian and Persian courts to
Mehmed II, and even the walls of Mehmed's new
palace were built according to Ugurlu Mehmed's rec-
ommendations. 14

Their nisbas tell us that calligraphers from Shiraz
and Isfahan who were under Timurid or, later on,
Turkman rule moved to Ottoman cities such as Bursa,
Edirne, and Istanbul, beginning in the first half of the

fifteenth century.' 5 The number of Aqqoyunlu scribes
increased significantly after the Ottomans conquered
the Aqqoyunlu Turkmans in 1473. Among them we
can identify the nisanci of Uzun Hasan, Sayyid
Muhammad Munshi al-Sultani al-Shirazi, and Ghiyath
al-Din al-Mujallid al-Isfahani. 16 Ghiyath al-Din was
probably one of the attendants of Ugurlu Mehmed,
the governor of Isfahan for a time, who accompanied
him to Istanbul. In his colophons, Ghiyath al-Din iden-
tifies himself as a scribe and bookbinder, but adds that
he was also trained as a doctor, and copied several
manuscripts on medicine. He also copied a work by
the Timurid poetJami for the Ottoman Prince Cem
(d. 1495) (Istanbul Sfileymaniye Library, Ayasofya
4009), and thereby introduced this famous poet to the
Ottoman court.l7 Ghiyath al-Din was noted for his
bindings; he would stamp motifs in high relief on their
center and cornerpieces. He was also the first to ap-
ply landscapes with various animals and plants in
panels of Turkish bindings.' 8 As a result of all these
contacts between the Ottomans and the Aqqoyunlu,
the cultural milieu of the Ottoman court was enriched
and became more diverse in the late fifteenth and early
sixteenth century.

Badi' al-Zaman Mirza (d. 1515 or 1517), son of the
Timurid Husayn Bayqara (r. 1468-1507), lived in
Herat and Astarabad. 19 A poet and a bureaucrat in
Herat, 'Ali Shir Nava'i (d. 1501) had protected this
prince and wrote eulogies of him in the beginning
of some sections of his Khamsa, which he completed
between 1483 and 1485.20 One of the copies of this
Khamsa, which was produced in Herat in the late fif-
teenth century, was dedicated to the Timurid Prince
Badi' al-Zaman Mirza. This work was illustrated by an
artist inspired by the style of Bihzad (Oxford, Bodleian
Library, Elliot 287, 317, 339, 408; Manchester, John
Rylands Library 3) 21 Badi' al-Zaman Mirza became
ruler after Husayn Bayqara's death, but when Herat
was occupied by the Uzbeks in 1507, he fled and took
refuge in Tabriz. When the Ottomans conquered
Tabriz in 1514, he was taken captive and brought to
Istanbul,2 2 where he died of the plague. Badi' al-Zaman
Mirza was a close friend of the poet 'Ali Shir Nava'i
and probably brought some of his works with him
when he came to Istanbul, because some time after
his arrival, the works of 'Ali Shir Nava'i were copied
and illustrated in the Ottoman royal nakkdhdne. The
influence of Badi' al-Zaman Mirza and the Khurasan
artists brought from Tabriz to the Ottoman court
taught the elite to appreciate the works of 'Ali Shir

________·___C____�__I

148



ADDITIONS TO ILLUSTRATED MANUSCRIPTS

Nava'i. At the beginning of the sixteenth century,
elaborate copies of his work were prepared in the court
workshop.23

Alqas Mirza (d. 1548), the son of Shah Isma'il Safavi
(r. 1502-24), was appointed governor of Shirvan at
the time of his brother Shah Tahmasp's rule.2 4 He
quarreled with the shah, however, and took refuge with
the Ottomans in 1547. The sultan, by then Sfileyman
the Magnificent (r. 1520-66), was in Edirne when he
arrrived, so Alqas Mirza had the opportunity to wit-
ness his spectacular entrance into the city. A few days
later he had his audience with the sultan.

During his year in Istanbul. Alqas Mirza contributed
to the enrichment of the arts of bookmaking; he was
familiar with the Tabriz workshop where the Safavids
produced illustrated manuscripts that were highly de-
veloped between 1510 and 1544, a production that
continued even after the Ottoman occupations in 1514
and 1534. The most refined copies of the illustrated
Shihnama of Firdawsi and Khamsa of Nizami were
prepared in those years. Compared with works such
as these, the illustrated manuscripts produced in the
Ottoman palace workshop were modest. They con-
sisted of a few literary works, such as those by 'Ali Shir
Nava'i, and the histories of Matrak4i Nasuh. Among
Alqas Mirza's attendants, when he came to Istanbul,
was Eflatun Shirvani (d. 1569), the librarian (kitabdar)
of Alqas Mirza, who was skilled in illumination, cal-
ligraphy, and painting.2 5 Alqas Mirza must have
brought his own most precious manuscripts when he
came to Istanbul; during his stay in the city, Fethullah
'Arif Celebi (d. 1561) was appointed as his nisancz,
and he and Eflatun were asked to produce a Shahnama
of the Ottoman sultans2 6 written in Persian and in the
style of Firdawsi's work. The five volumes of the illu-
minated and illustrated Shahndma written by 'Arifi were
presented to Sultan Sfileyman in 1558.27 Alqas Mirza
and his artisans were instrumental in preparing this
remarkable Ottoman history with its delicate illustra-
tions in the style of Firdawsi's Shahnama. In 1548, Alqas
Mirzajoined the second campaign against the Safavids
in the service of Sileyman I and plundered the Safavid
cities of Hamadan, Qum, Kashan, and Isfahan. Among
the booty he sent back to Sfileyman were several illu-
minated and illustrated books. His cordial relations
with the Ottomans ended abruptly, however, when he
was captured and killed by his brother Shah Tahmasp
during the campaign.

These three princes who took refuge with the Ot-
tomans, U&urlu Mehmed, Badi' al-Zaman Mirza, and

Alqas Mirza , all came from lively art centers (Shiraz,
Tabriz, and Herat, respectively). They may have been
incapable of living peacefully in their native lands, but
they were highly successful in transferring their na-
tive art to their new home.

Manuscripts whose miniatures, illuminations, bind-
ing, and even in some cases text had not been com-
pleted when their original owners possessed them were
dealt with in various ways by new ones. Dedications
in illuminated medallions on the first page, colophons,
inscriptions on the binding, and stamped impressions
on the page all yield information about the original
and successive owners of a given work. The books and
albums (muraqqa's) in the Topkapi Palace Library pro-
vide many examples. One is a manuscript incorporat-
ing Firdawsi's Shiihndma, Nizami's Khamsa, and Asadi
Tusi's Lughat al-furs (Topkapi Palace Library, H.
1510).28 Its history begins in Shiraz, probably under
the patronage of Shah Shuja' (r. 1357-84) during the
Muzaffarid period in the second half of the fourteenth
century. Some of its illuminations and a few illustra-
tions date from that time. Later it came into the pos-
session of the Timurid patron Shahrukh (r. 1405-47)
and was brought to Herat. It was there at the end of
the fifteenth century that its illuminations were com-
pleted and some more illustrations added under the
patronage of the Timurid ruler Husayn Bayqara. When
Herat was seized by the Safavids in the early sixteenth
century, it was taken to Tabriz along with artists and
other portable works of art from Khurasan. In Tabriz
more illustrations were added, and when the Ottomans
conquered Tabriz in 1514 it was taken to Istanbul,
along with other works of art and artists from both
Khurasan and Tabriz. Whether some of the illustra-
tions and the binding were made in Herat, Tabriz, or
Istanbul is still the subject of debate.2 9

Another copy of Nizami's Khamsa (Topkapi Palace
Library, H. 762), whose binding, calligraphy, illumi-
nations, and illustrations make it one of the most out-
standing examples of the Islamic art of the book, was
made in Shiraz under the patronage of the Aqqoyunlu
prince Khalil (r. 1478), son of Uzun Hasan in 1475.30
It was still unfinished at his death, when it passed to
Khalil's younger brother Sultan Yaqub (r. 1478-90)
in Tabriz. During his reign the text was completed,
some of the illuminations were executed, and initial
sketches for all the illustrations were made. Some were
painted and others were left half painted. When the
Safavids destroyed the Aqqoyunlu state and took
Tabriz, they seized the Aqqoyunlu treasury of books
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including this Khamsa. Some further illustrations were
then added at the workshop in Tabriz under Safavid
patronage, as one can tell because some of the tur-
bans were redrawn to accord with Safavid fashion. A
report giving valuable information about the book was
added at the end and a binding was designed for it.

It is thought that all these Safavid contributions to
the manuscript date from sometime between 1505 and
1510. The identity of the patron, deduced from the
inscription on the binding, was almost certainly Amir
Najm al-Din Mas'ud Zargar Rashti, a goldsmith in the
Rasht capital of western Gilan who took care of the
future Shah Isma'il when as a child he was forced to
flee to Rasht.3 Najm al-Din Mas'ud never left his side
until he ascended the throne, and until 1510 served
as a high-ranking statesman in the shah's service. His
name is on the binding of the Khamsa, suggesting that
he may have been in charge of the palace workshop.
The decoration on the binding and the masterful
execution of the gilding indicates the hand of a skilled
goldsmith, perhaps Najm al-Din Mas'ud himself. The
book ended up in the Topkapi. It was already bound
when it was deposited there, but the paintings re-
mained unfinished; no further work was done on it
at the court workshops.

Two illustrated copies of theJdmi' al-tvdr7kh by the
Ilkhanid vizier Rashid al-Din (d. 1318), which are in
Topkapi Palace Library (H. 1653, H. 1654),32 were
produced in 1314-17, probably in Tabriz. The text
was copied, some of the illustrations completed, but
no illumination executed. Subsequently H. 1653 came
into the possession of Choban (d. 1327), son-in-law
of the Ilkhanid ruler Uljaytu (d. 1316). Later the books
were taken to Herat where, under the patronage of
the Timurid ruler Shahrukh, some sections of the text
were rewritten in 1425 and 1426, some illustrations
painted in the empty spaces left for them, an illumi-
nated dedication added, and the sultan's seal stamped
in one of the copies (H. 1653). At the end of the six-
teenth century, under the patronage of Farhad Khan
Qaramanlu (d. 1599), a leading statesman in the reign
of Shah 'Abbas I, illuminations were made and a broad
edging of thick pinkish paper added to the pages to
enlarge the size of the book. On the pages of one of
the books (H. 1654) is stamped the endowment seal
of Shah Safi's shrine in Ardabil and the date 1017
(1608), showing that the book had found its way there.
Both volumes entered the treasury either as diplomatic
gifts or as spoils of war following the conquest of
Ardabil during the reign of Osman II (1618-22). In

the late nineteenth century, both books were rebound
in the special bindings used at the Yildiz Palace Li-
brary founded by Abdfilhamid II (r. 1876-1909).
Nothing is known about the fate of the original bind-
ings.

The kind of work done on precious manuscripts at
a court workshop can be illustrated by three books
from the Topkapi Palace Library. All three have been
studied in detail and published. The first is yet an-
other Nizami Khamsa (H. 781). copied by the callig-
rapher Yusuf al-Jami in Herat in 849 (1445-46), with
illustrations and illuminations by Khwaju 'Ali al-
Tabrizi. 3 3 From the frontispiece we learn that it was
produced for the daughter of Osman Bahadur Khan
(fig. 1). The Osman in question is almost certainly the

Fig. 1. Illuminated dedicatory page. Nizami's Khamsa. Herat,
1444-45. Topkapi Palace Library, H. 781, fol. la. (Photo:
courtesy of the Topkapi Palace Museum, Istanbul)
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Aqqoyunlu Qara Yuluk Osman. His daughter Ismat
married MuhammadJuki b. Shahrukh (d. 1444-45)
in Erzincan in 1435; After their marriage the couple
perhaps went to Herat, where Muhammad Juki com-
missioned copies of Firdawsi's ShdhnZma for himself
and Nizami's Khamsa for his wife.3 4 Presumably both
were unfinished upon his death. The Juki Shahnama
is undated: spaces were left for illumination on some
of the pages, and the two pages reserved for miniatures
were empty. The seal imprints on the pages and the
paintings later put on these two empty pages tell us
that the book found its way to the Mughal court from
Herat.

There are thirteen paintings in H. 781 and one
empty space for a further painting (fol. 314a), which
must have been intended to illustrate the story of
Alexander the Great (fig. 2). Nine of the illustrations

and the illuminations are the work of Khwaju 'Ali al-
Tabrizi in Herat. The illustrations were strongly in-
fluenced by the miniatures of masnavls done at the
court workshops in Jalayirid Tabriz and Baghdad in
the early fifteenth century where 'Ali probably did his
apprenticeship. A painter and illuminator, 'Ali pio-
neered a new style in Herat. The other two paintings
(fols. 230b, 244b) were sketched by the same artist and
partially painted. One of these unfinished miniature
paintings (fol. 244b) was probably completed at the
Ottoman court workshop for the new owner, as
evinced by the depictions of carpets, trees, and some
of the wall paintings and the faces on the figures (fig.
3).

Fig. 2. Blank folio. Nizami's Khansa. Herat, 1444-45. Topkapi
Palace Library, H. 781, fol. 314a. (Photo: courtesy of the
Topkapi Palace Museum, Istanbul)

Fig. 3. Nushaba shows Iskandar his own portrait. Nizami's
Khamsa. Herat, 1444-45. Topkapi Palace Library, H. 781, fol.
244b. (Photo: courtesy of the Topkapi Palace Museum,
Istanbul)
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Fig. 4. Bahram killing the lion. Nizami's Khamsa. Istanbul,
end of the fifteenth century. Topkapi Palace Library, H. 781,
fol. 160a. (Photo: courtesy of the Topkapi Palace Museum,
Istanbul)

The artist responsible for the other two paintings
did not base them on earlier examples (fols. 160b,
279b). One of his paintings (fol. 160b) depicts Bahram
killing two lions in order to seize his crown which they
were guarding (fig. 4). The figure of Bahram is not
in the heroic mode. Contrary to tradition, he is shown
as an elegant young man with hair falling to his shoul-
ders and a small headdress; both throne and crown
are of a type totally unlike earlier examples. The im-
posing soldier in armor descending the hill in front
of him, his black groom, and the horsemen watching
them are delicately painted (fig. 5). The ground and
trees are painted in tones of green, with small brush
strokes, and the sky in tones of blue. In the back-
ground is a castle whose entrance is reminiscent of
the Topkapi Palace. The righthand wall of the castle,
some of the decoration on the throne, and the head-

Fig. 5. Bahram's attendants. Detail from Bahram killing the
lion. Nizami's Khamsa. Istanbul, end of the fifteenth century.
Topkapi Palace Library, H. 781, fol. 160a. (Photo: courtesy
of the Topkapi Palace Museum, Istanbul)

dresses of some of the figures remain unpainted.
The second picture (fig. 6) shows Khizr discover-

ing the Fountain of Life (fol. 279b). At the top of the
picture we see Khizr kneeling at the edge of a spring,
drinking the water of immortality from a cup. His
horse is drinking from the same spring. Before him
is a cloth laid for a meal on the ground. In the center
Alexander is riding his horse through the woods, ac-
companied by cavalrymen holding torches, and on the
right (fig. 7) a group of musicians play wind and per-
cussion instruments. Flowers and trees arrayed along
the edge of the Fountain of Life at the upper left are
reminiscent of those painted by 'Ali, but the same
cannot be said for the rest of the painting. Some of
the hills, trees, horses, riders, and musicians have been
left unpainted. The figure of Khizr, however, is a finely
executed portrait.
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Fig. 6. Khizr discovers the Fountain of Life. Nizami's Khamsa.
Istanbul, end of the fifteenth century. Topkapi Palace Library,
H. 781, fol. 279b. (Photo: courtesy of the Topkapi Palace
Museum, Istanbul)

In the last two paintings the artist depicts a crowded
scene of horses and their riders in diverse poses con-
versing with one other. Some of the horsemen are
wearing red headdresses with plumes on one side
which might be a type ofjanissary headgear; they also
appear in the miniature paintings of two copies of
Ahmadi's Iskandarndma thought to have been pro-
duced at the workshop of the Edirne or Istanbul pal-
ace between 1460 and 1480.35 On the evidence of this
common feature it can be concluded that both paint-
ings were done in the Ottoman palace toward the end
of the fifteenth century. In both pictures horses in
groups or rows fill the foreground, depicted from
behind or from the side. The fact that most of them-

Fig. 7. Musicians. Detail from Khizr discovers the Fountain
of Life. Nizami's Khamsa. Istanbul, end of the fifteenth
century. Topkapi Palace Library, H. 781, fol. 279b. (Photo:
courtesy of the Topkapi Palace Museum, Istanbul)

are white, the way in which the graceful, slender, and
tall figures are shown in conversation, the thickly
packed trees with slender trunks, and the fortress-city
on a hilltop surrounded by high battlements, its en-
trance gate flanked by towers with conical caps, and
within the walls a variety of pavilions, call to mind
fifteenth-century Italian painting and the works of
Northern European artists influenced by Italian paint-
ers of that period.3 6 In particular the Tres Riches Heures
of the duc de Berry from the early fifteenth century,
the drawings and sketches of the Italian artist Pisanello,
and fifteenth-century European tapestry designs are
reflected in the details of both these paintings.3 7 The
group of musicians in the top left corner of the paint-
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Fig. 8. The outer back cover. Nizami's Khamsa. Istanbul, end
of the fifteenth century. Topkapi Palace Library, H. 781.
(Photo: courtesy of the Topkapi Palace Museum, Istanbul)

ing representing the month of May in the Tres Riches
Heures and the musicians seen full face playing their
wind instruments are very similar to their counterparts
in the miniature of Khizr discovering the Fountain of
Life.3 8

From the areas left unpainted we see that the art-
ist used a sketching technique similar to that of Eu-
ropean artists. Reflections of fifteenth-century Euro-
pean painting and tapestry designs in these last two
picture may be explained by the fact that Italian paint-
ers were employed at the Topkapl during the second
half of the fifteenth century.3 9 In an inventory book
dated 10 Sha'ban 910 (15 January 1505), there is an
item described as a piece of a Frankish figured hanging
(frengi musavver perde bir kit'a) (Topkapi Palace Ar-
chives, D. 10026, fol. 8b). This hanging must have been
a tapestry of the sort then fashionable in Europe. It
may well be that the artist had seen them in the pal-
ace, or that a Western artist who designed tapestries
may have been asked to try his hand at producing an
Ottoman-style painting while employed in the court
workshop.

The binding of this Khamsa is further indication that
the book was conserved at the Topkapi (fig. 8).40 The
gold-tooled inscription on the spine of the burgundy-
leather outer covers reads "by order of the treasury
of Sultan Bayezid" (bi-rasm al-khizana al-sultaniyya al-

Baydzidiyya), which tells us that it was made for Bayezid
II (r. 1481-1512).41 In addition, on the outer covers
a technique and design are used similar to that on a
geography book produced for Mehmed 11.42 In this
way, a book copied and partially illustrated for an
Aqqoyunlu bride in Herat in the middle of the fif-
teenth century and left unfinished, probably on the
death of its patron, found its way to Istanbul, perhaps
amongst the books of the Aqqoyunlu Ugurlu Mehmed.
During the reign of Bayezid II,, it was added to at the
palace workshop, but still not completed. The seal of
Bayezid II was printed on two of the pages (fols. la,
325b).

The second of these book is Amir Khusraw Dihlavi's
Khamsa (H. 799), copied by the scribe Mahmud Mir
Hajj on the first day (gurra) of the month of Ramadan
903 (23 April 1498). 43 There are 28 illustrations in the
book, and one empty space for a 29th (fol. 164a). The
paintings can be divided into two separate groups
executed in different places at different times. The
first group dates from the years when the book was
copied, and shows no notable skill (fig. 9). The hair
decorations on the female figures and headdresses of
the male figures, the colors, the way in which natu-
ral features, particularly mountains, are depicted, the
illuminations, the binding, and the layout of the pages
are all related, distantly at least, to what is known as
the Bihzad style which emerged after 1480 in the Herat
workshops in Timurid times. Some scholars have at-
tributed this group of paintings to the Transoxianan
region; others draw a tentative link to the Ottoman
court workshop. 4 4

The large number of books illustrated with paint-
ings in the Bihzad style indicates the existence of a
modest workshop patronized by Timurid dignitaries
in or around Herat in the late fifteenth or early six-
teenth century. Probably after the Uzbeks invaded
Herat, some of the artists moved to Transoxiana; some
to Tabriz, and some seem to have remained in Herat
even after the invasion of the Safavids. During this
period, another group of artists in Herat worked in
a style very different from those described above, in-
cluding the Bihzad style paintings. Their work was the
product of a refined taste, and it spread from Herat
to Tabriz and Istanbul.4 5 Researchers have attributed
this second group of paintings in Dihlavi's Khamsa to
the Ottoman court workshop during the reign of Sul-
tan Bayezid 11.4 6 The plants, figures, and headdresses
suggest fifteenth-century Aqqoyunlu Turkman paint-
ing, but the architecture and landscape elements in
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Fig. 9. Khusraw and Shirin entertained. Dihlavi's Khamsa.
Herat, 1498. Topkapi Palace Library, H. 799, fol. 37a. (Photo:
courtesy of the Topkapi Palace Museum, Istanbul)

the background reflect a Western (fols. 182a, 196a)
or Ottoman (fol. 179a) fashion (fig. 10). The first
owner of the book must have been come from the
Herat region; the book, still unfinished, must than
have been taken by the Safavids from Khurasan to
Tabriz along with other works of art, and from there
to Istanbul, perhaps as part of the Badi' al-Zaman
Mirza collection. The spaces left for the illustrations
were filled in in a completely different style by Otto-
man artists in the early sixteenth century.

The third book is a Nizami Khamsa (H. 753), of
which neither the date of copying, nor the identity
of the scribe, nor the original owner is known. The
leather binding is an exquisite piece of workmanship
and dates from the Qaraqoyunlu Turkman period

Fig. 10. Bahram in the Green Pavilion. Dihlavi's Khamsa.
Istanbul, early sixteenth century. Topkapi Palace Library, H.
799, fol. 179a. (Photo: courtesy of the Topkapi Palace
Museum, Istanbul)

early in the second half of the fifteenth century (fig.
11). The text exhibits irregularities: the area covered
by text is not uniform on each page, and there is il-
lumination at the beginning of only one of the
masnavis (fol. 4b). The style of this illumination makes
it evident that it was produced at the Safavid palace
workshop in the early sixteenth century. Six folios with-
out text were added at the beginning of the book, and
the first two double-pages of these were expertly illu-
minated (fols. lb-2a, 2b-3a). It seems likely that il-
luminations on folios 2b-3a were carried out at the
Qaraqoyunlu Turkman workshop in the middle of the
fifteenth century and those on folios lb-2a at the
Ottoman palace workshop in the early sixteenth cen-
tury. The thirty-seven paintings date from three dif-
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Fig. 11. The outer back cover. Nizami's Khamsa. Baghdad or Shiraz, ca. 1460. Topkapi Palace Library, H. 753. (Photo: courtesy
of the Topkapi Palace Museum, Istanbul)

ferent periods, and space sufficient for one miniature
has been left empty (fol. 189b).

The first period and first group: The first group are
in the same style as the illustrations made between
1440 and 1450 in Shiraz and Yazd in the Timurid
period. The artist must have been the last representa-
tive of that tradition practicing in Shiraz or Baghdad
about 1460 in the Qaraqoyunlu Turkman period (fig.
12).

The first period and second group: The miniatures show
the influence of the Herat Timurid style of the first

half of the fifteenth century. The colors, the figures,
and clothing suggest that they were painted by another
artist in the Qaraqoyunlu Turkman period, again in
Shiraz or Baghdad (fig. 13).

The second period: The type and headgear of the fig-
ures and landscape elements indicate that these mini-
atures were added in the Safavid period in Tabriz (fig.
14). One of the illustrations (fol. 19b) is dated 916
(1510), probably the date for these second-period
miniatures.

The third period: The landscape elements, the archi-
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Fig. 12. Bahram admires the portraits of the princesses.
Nizami's Khamsa. Baghdad or Shiraz, ca. 1460. Topkapi Palace
Library, H. 753, fol. 167a. (Photo: courtesy of the Topkapi
Palace Museum, Istanbul)

tectural representations, the colors, and the figure
types indicate that this group of paintings was made
in the palace workshop in the first half of the sixteenth
century (fig. 15).' From all this, one can conclude
that the book was copied in Shiraz or Baghdad un-
der Qaraqoyunlu Turkman patronage. Some of the
illustrations and its binding were prepared, but for
about half a century the work was left incomplete.
When the Safavids conquered Fars, the work was
brought to Tabriz, and the Safavid artists filled in some
of the blank spaces. Then when the Ottoman occu-
pied Tabriz in 1514, it was brought to Istanbul, along
with other booty. After about eighty years the third-
period illustrations were added. The work was never

Fig. 13. The contest of the Rum and Chinese painters.
Nizami's Khamsa. Baghdad or Shiraz, ca. 1460. Topkapi Palace
Library, H. 753, fol. 304a. (Photo: courtesy of the Topkapi
Palace Museum, Istanbul)

finished: the spaces for one illustration and the head-
ings are still empty.

There is no information concerning the ways in
which these incomplete books reached the palace. It
is unlikely that they would have been presented by am-
bassadors. Only complete and distinguished works
could be used for that purpose. It is possible that they
were brought to Istanbul by Ugurlu Mehmed, Badi'
al-Zaman Mirza, or Alqas Mirza as part of their pri-
vate collections. The fact that they were illustrated in
Ottoman style in Istanbul suggests that the ehl-i hiref
(the palace artists' organization) was also in charge
of refurbishing, renewing, and conserving the manu-
scripts. Evidence of their work can be found written
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Fig. 14. Bahram in the Black Pavilion. Nizami's Khamsa.
Tabriz, 1510. Topkapi Palace Library, H. 753, fol. 178b.
(Photo: courtesy of the Topkapi Palace Museum, Istanbul)

on the first page of the Koran in the Topkapi Palace
Library (E.H. 49) . It was copied by Abdullah Sayrafi
in 745 (1344-45) and renewed between 962 and 964
(1554 and 1557). The illuminator Karamemi, the
binder Mehmed Qelebi, and the scribe Hasan, son of
the scribe Ahmed Karahisari, who were the most fa-
mous members of the ehl-i hiref organization in their
respective crafts, repaired it in the middle of the six-
teenth century. When it was finished, it was submit-
ted to the bina emini (official in charge of construc-
tion) Hiiseyin Celebi. Although their pages were not
recorded, the number repaired in this manner seems
to have increased in the middle of the sixteenth cen-
tury, especially during the vizierate of Rfistem Pasha,
probably because copies of the Koran were needed

Fig. 15. Khusraw fights the lion. Nizami's Khamsa. Istanbul,
first half of the sixteenth century. Topkapi Palace Library,
H. 753, fol. 96b. (Photo: courtesy of the Topkapi Palace
Museum, Istanbul)

by the elite to donate, as a gesture of respect, to the
mosques built for Sultan Sfileyman, his daughter, and
son-in-law in Istanbul between 1550 and 1561.

The condition of these three manuscripts shows that
they traveled through all these lands without damage.
The care they were given by later owners prevented
them from being dispersed and lost. The calligraphies,
illuminations, and bindings of the three brought to
Istanbul before they were completed indicate that they
were distinguished works of their original owners'
workshops. They were refurbished at the end of the
fifteenth and the first half of the sixteenth century for
their new patrons when the production of illustrated
books in the Ottoman court workshop was modest and
the number of illustrators and binders who worked
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in the ehl-i hiref was not great. The miniatures executed
in these unfinished manuscripts were not stylistically
similar; none was representative of the widespread Ot-
toman style of contemporary and later times. These
illustrations, which were among the earliest examples
of Turkish painting, can be considered experimental.
The administrators of the workshop might have
thought that it would be less expensive and quicker
to illustrate a work with a ready text and leave space
for miniatures. The process that these three books un-
derwent demonstrates the attitude of the palace ad-
ministration as patron and led to the creation of an
Ottoman style of illustration that can be identified at
a glance.

Uludak Universitesi
Bursa, Turkey
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