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The Tu¥fat al-Akhy¸r in the Walters Art Gallery in Balti-
more is the only known illustrated Turkish translation 
of the Sindb¸dn¸ma, yet so far its iconography and style 
have not been a subject of study.1 The Sindb¸dn¸ma, or 
Book of Sindbad—also known as the “Tale of the King’s 
Son and the Seven Viziers”—has aroused the interest 
of scholars since the nineteenth century because of its 
origins in India and in the Greek Syntipas and its ver-
sions in Pahlavi, Persian, and Arabic that were later to be 
incorporated in the Thousand and One Nights, translated 
by Antoine Galland in the eighteenth century.2 The 
Sindb¸dn¸ma was translated into many other languages, 
including Turkish, Syriac, Greek, Latin, Italian, French, 
German, Spanish, and Hebrew. The original is thought 
to have been written in Sanskrit and to have reached 
the West through the Crusaders.3 Some of its stories 
have also been incorporated in the Islamic world in 
collections (sing. majm¢{a; Turkish: mecmua) such as 
the Bakhtiy¸rn¸ma or Þ¢«ºn¸ma.

Ahmed Ate×, a Turkish scholar who has done the 
most extensive study on the text of the Sindb¸dn¸ma

with its various versions and copies, has published the 
Persian text written in 1160–61 by Muhammad b. {Ali 
b. Muhammad b. al-Hasan al-Zahiri al-Samarqandi and 
dedicated to the Karahanid ruler Alp Kutlu¯ Tuna Bilge 
Masud b. Hasan. Ate× claims that although there are 
earlier Persian versions translated from Pahlavi, this ver-
sion includes the largest number of tales, some of which 
do not exist in the other copies.4 He also discusses the 
Turkish translations of the Sindb¸dn¸ma, some of the 
earlier versions of which go back to the thirteenth cen-
tury. These include a translation by Malik Sa{id Muham-
mad b. Abi Nasr al-Qazvini, and another in the Brit-
ish Library, the author of which is unknown; both are 
translated from Persian.5

The most important Turkish version, however, seems 
to be Muhammad {Abd al-Karim b. Muhammad’s trans-
lation entitled Tu¥fat al-akhy¸r, the only known copy 
of which is in the Walters Art Gallery. Folio 2b of this 
manuscript includes praises of Sultan b. Sultan Süley-

man Han b. Selim Han, and on folios 3b and 4a the 
author explains that the Sindb¸dn¸ma originally was in 
Old Persian Dari or Pahlavi, with versions in Persian 
and also Arabic, and that after translating it he named 
it Tu¥fat al-akhy¸r (The Gift of Good Men). The text is 
in Turkish, but in certain sections it has Arabic, Per-
sian, and Dari phrases; notes in red between the lines 
of text or in the margins explain the meanings of cer-
tain Arabic words. 

This Turkish translation was discussed as early as 1899 
by the French scholar Decourdemanche, who drew par-
ticular attention to the fact that it had been translated 
at the time of Süleyman the Magnificent and was dedi-
cated to his son Øehzade Bayezid. Although Decourde-
manche did not indicate the location of the manuscript, 
the copy he saw was probably the one now in the Wal-
ters Art Gallery.6  Ate× mentions the translation, refer-
ring to Decourdemanche, and claims that Muhammad 
{Abd al-Karim must have made his translation directly 
from a copy of Samarqandi’s Sindb¸dn¸ma in the Sül-
eymaniye Library. This latter, undated manuscript has 
notes in the margins that, according to Ate×, were prob-
ably written by Muhammad {Abd al-Karim himself while 
translating it.7 Ate×, like Decourdemanche, does not 
mention the illustrated copy of the Tu¥fat al-akhy¸r in 
the Walters Art Gallery. 

The Walters manuscript is of a small size popular for 
literary manuscripts of its period and contains only six 
miniatures, unfortunately with some overpainting on 
certain details (figs. 2, 5); it is nevertheless worthy of 
discussion iconographically and stylistically (figs. 1–8). 
So far only two other illustrated Sindb¸dn¸ma copies are 
known, and they date from different periods. The ear-
lier is a Persian majm¢{a in the Süleymaniye Library, 
comprising the Marzub¸nn¸ma, Kalºla va Dimna, and
Sindb¸dn¸ma. The colophon in this manuscript indi-
cates that it was produced for Ibrahim Sultan, son of 
Shah Rukh, probably when he was governor of Shiraz 
from 1414 to 1435; the miniatures are in the Shiraz 
style of this period (fig. 9). The manuscript has the 
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seal of Bayezid II, indicating that it was in the Ottoman 
imperial library by the end of the fifteenth century.8

Although Ate× claims that {Abd al-Karim’s direct source 
was the earlier Sindb¸dn¸ma in the Süleymaniye Library, 
this could have been a second source.9

The third Sindb¸dn¸ma was once in the library of 

the East India Company and is now in the British 
Library. With seventy-two illustrations, it dates from 
a much later period. Although its text is not highly 
esteemed as a literary work, it has been studied exten-
sively since the nineteenth century, particularly for the 
stories narrated there. Certain of these are different 
from the Samarqandi version, and the original Per-
sian source is not known.10 Later publications all have 
agreed that the illustrations, with their Safavid influ-
ences, belong to the Golconda school of India, dating 
from ca. 1575 (fig. 10).11 Because of its later date, there 
are no grounds for comparing this Sindb¸dn¸ma icono-
graphically or stylistically with the Walters Art Gallery 
Tu¥fat al-akhy¸r, but presuming that it must have relied 
on earlier Sindb¸dn¸mas, it is used in this study espe-
cially for its text, as a framework to the stories. A com-
plete list of the illustrations, with those that appear in 
the other two illustrated copies indicated, appears as a 
guide in Appendix 3 of this article.  

The plot of the Sindb¸dn¸ma, studied by Falconer as 
early as 1841, can be summarized as “a prince unjustly 
sentenced to death by his father” or “rescue through 
storytelling.”12 The text starts with a framework story: 
a son was born to a king who had long prayed for his 
birth, but astrologers declared that although this child 
would be more fortunate than all the monarchs in the 
world, a danger awaited him. From this danger, how-

Fig. 1. Sindbad teaching the king’s son. Tu¥fat al-akhy¸r, Walters Art Gallery, Baltimore, W. 662, fol. 12a. (Photo: courtesy of 
Walters Art Gallery) 

Fig. 2. Sindbad teaching the king’s son (detail of Sindbad’s 
face, showing overpainting). Tu¥fat al-akhy¸r, fol. 12a. (Photo: 
courtesy of Walters Art Gallery)
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Fig. 3. Concubine making advances to the young prince to break his silence. Tu¥fat al-akhy¸r, fol. 24b. (Photo: courtesy of 
Walters Art Gallery)

R
Fig. 4. The viziers and ministers meet to discuss how to convince 
the king to free the falsely accused prince. Tu¥fat al-akhy¸r, fol. 
28b. (Photo: courtesy of Walters Art Gallery)

Fig. 5. The viziers and ministers meet (detail, showing over-
painting). Tu¥fat al-akhy¸r, fol. 28b. (Photo: courtesy of Walters 
Art Gallery)
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ever, he would retain no injury. When the son was ten 
years old, he was entrusted to the sagest teacher but 
was unable to learn. The father then gathered all the 
philosophers for help. Sindbad, one of these philos-
ophers, told the king the similar story of the King of 
Kashmir, who had suffered an unfortunate event in 
his horoscope. Sindbad informed the king that he had 
examined his son’s horoscope and discovered that the 
evil was already in the past and that he could educate 
him in six months. In the palace Sindbad made five 
compartments for the prince, with walls illustrating the 
arts and sciences; a map of the world; stars and plan-
ets; and inscriptions of the principles of commerce, reli-
gion, morality, justice, and equity. One compartment 
had music. In these rooms the prince became deeply 
learned in a few days. But on the seventh evening, 

finding out that destiny still threatened him, Sindbad 
advised the prince not to speak for seven days, what-
ever questions he was asked. One of the king’s wives or 
concubines, wishing to take advantage, asked the king’s 
permission to bring the prince to the harem to learn 
the secret of his silence. Still he kept silent. Then she 
declared her love for him and promised to make him 
king if he confessed. Forgetting his promise, he asked 
her how this could be done, and she replied “by poi-
soning your father.” The prince was horrified and fled 
the room. The woman, alarmed that he would tell his 
father what had happened, quickly went to the king 
and complained that the son had made advances to her 
and was intending to seize the kingdom. Hearing this 
the king commanded that the prince be killed. But his 
viziers, greatly concerned with the accusation, met to 
find a way of warning the king against trusting the tes-
timony of women, and decided that each day a differ-
ent vizier should tell him a story about female deceit-
fulness. Each day, however, the storytelling vizier’s work 
was undone by the woman, who told a contrary story 

Fig. 6. The confectioner directing the parrot to keep watch over 
his unfaithful wife. Tu¥fat al-akhy¸r, fol. 33a. (Photo: courtesy 
of Walters Art Gallery)

Fig. 7. The prince hunting with his father’s ministers. Tu¥fat

al-akhy¸r, fol. 52b. (Photo: courtesy of Walters Art Gallery)
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Fig. 8. Old woman convincing the young woman by means 
of a crying dog. Tu¥fat al-akhy¸r, fol. 76a. (Photo: courtesy of 
Walters Art Gallery)

Fig. 10. The concubine in the presence of the king, falsely 
accusing the prince of treason. Sindb¸dn¸ma, ca. 1575. British 
Library, London, IO Isl 3214, fol. 29b. (Photo: courtesy of the 
British Library)

R
Fig. 9. Old woman convincing the young woman by means of a 
crying dog. Majm¢{a (containing Marzub¸n¸ma, Kalºla va Dimna, 

and Sindb¸dn¸ma), 1414–35. Süleymaniye Library, Istanbul, Fatih 
3682/3, fol. 525a. (Photo: courtesy of Süleymaniye Library)  



günsel renda316

warning the king what trouble his son might cause him. 
For seven days this went on, until on the seventh day 
the prince sent a messenger to the chief vizier thank-
ing him for delaying his father’s decision and asking 
for an audience with the king and his nobles and court-
iers, before whom he would appear and prove his inno-
cence. When the audience was assembled, the prince 
kissed his father’s carpet and said, “If God does not 
wish to destroy one, no one can do it,” and told a wise 
story that impressed the king, who forgave him. Sind-
bad of course was rewarded. Full of admiration for his 
son’s wisdom, the king removed his crown, placed it 
on the prince’s head, and retired. 

The Walters Art Gallery Tu¥fat al-akhy¸r has three 
illustrations from the framework narrative, showing 
Sindbad teaching the prince (figs. 1–2), the concu-
bine making advances to him (fig. 3), and the viziers 
gathered to rescue him (figs. 4–5). Of the stories told 
by the viziers and the concubine, only three are illus-
trated. The first vizier’s story is that of a merchant who 
was a confectioner in Egypt, his beautiful but unfaith-
ful wife, and a parrot. According to this story, the man 
gave directions to the parrot to watch over his wife and 
tell him whatever he saw. But the wife and her lover 
kept the parrot silent by placing a hand-mill over his 
head, and the next day the parrot told his master that 
all night long there had been a tempest. Hearing this, 
the man thought the parrot was lying and killed him, 
only later to learn the real story and bitterly repent his 
injustice. Among the Walters illustrations, only the first 
phase of the story—the confectioner giving directions 
to the parrot—is illustrated (fig. 6).

The next story is told by the concubine, warning the 
king against his viziers: a prince wanted to go hunting 
but his father warned him not to go because hunt-
ing animals was evil. The prince took no notice of his 
father’s advice and together with his father’s ministers 
went to hunt wild asses. He chased one but couldn’t 
reach it; finding himself instead in a desert, he met a 
beautiful peri whom he took on his horse. The peri 
directed him to a group of ghouls, who started attack-
ing the two. Discovering this was the peri’s doing, the 
prince rode off at full speed. He prayed, the peri fell 
off, and he finally reached home. A vizier who in the 
meantime had told the king that his son had been 
eaten by a lion was killed for this lie. In the illustra-
tion depicting this story, the prince is shown hunting 
with his father’s ministers. There is no depiction of the 
peri and the ghouls (fig. 7). 

The last illustrated story is that told by the fourth 

vizier. It concerns a man who fell in love with a young 
woman. She did not respond to his advances, so the 
young man found an old woman whom he sent to the 
young one in order to change her mind. The old woman 
fed a dog peppered bread and took the crying dog with 
her. When the young lady asked why the dog was cry-
ing, the old woman explained that the dog had once 
been a princess, but because she did not respond to 
her lover she had turned into a dog. Hearing this, the 
young woman was convinced to reciprocate her suitor’s 
love. In the illustration in the Walters Tu¥fat al-akhy¸r,
the old and young women are seen talking while the 
dog, obviously crying, stares at them (fig. 8). 

In all these illustrations depicting different epi-
sodes from the Sindb¸dn¸ma stories, the compositions 
are rather simple, not crowded with many figures or 
decorative details, and the narrative approach is simi-
lar to the illustrations of Ottoman historical scenes. It 
is apparent that the artist did not rely on the illustra-
tions of the above-mentioned Shirazi Sindb¸dn¸ma in 
the imperial library. He may have seen that particular 
manuscript, but he chose to create his own iconogra-
phy. Out of the five subjects illustrated in the Süley-
maniye Sindb¸dn¸ma, two are found in both manuscripts: 
the prince hunting and the old woman convincing the 
young one with the dog. The hunting scene in the Sül-
eymaniye version differs from that of the Walters Tu¥fat 

al-akhy¸r; the prince on horseback is shown hunting 
a deer, but the viziers do not accompany him. In the 
scene of the two women, there are certain similarities 
in the way the old woman sits with her hands stretched 
toward the young one, trying to tell her the story of 
the dog in gestures, but the setting is entirely differ-
ent (fig. 9). In the Süleymaniye Sindb¸dn¸ma there are 
three other illustrations—one of Sindbad convincing 
the other philosophers of his wisdom by holding his 
astrolabe, a second of a young man declaring his love 
to a young woman on a balcony, and a third, from one 
of the last episodes of the framework story, of the king 
praising his son before the viziers after his seven days 
of silence are over (see Appendix 2). These three epi-
sodes are not illustrated in the Walters manuscript. The 
comparison of the two manuscripts indicates that the 
iconography in the illustrated Tu¥fat al-akhy¸r is com-
pletely Ottoman in approach.

Of the three Sindb¸dn¸mas, the British Library copy 
with its seventy-two illustrations is the most exten-
sively illustrated, and each of its illustrations covers a 
much larger area of the folio, in some cases using the 
margin.13 All six stories depicted in the Walters Art 
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Gallery manuscript are also illustrated in this copy, but 
with no common features and no indication that both 
artists used similar sources. Almost all the illustrations 
in the Golconda manuscript are much more detailed; 
they include imaginative architectural elements and 
crudely drawn figures that blend Safavid and Indian 
features (fig. 10).   

It is difficult to determine whether when painting 
the different stories in the text the Ottoman artist of 
the Walters Tu¥fat al-akhy¸r looked to another illus-
trated Sindb¸dn¸ma for iconographic details. He prob-
ably saw the above-mentioned Shiraz copy because it 
already existed at the time in the imperial library, but 
he does not seem to have used it as a model. Other 
illustrated Sindb¸dn¸ma copies must have been produced 
in the Islamic world, but unfortunately, since only the 
three copies discussed here are known, it becomes 
impossible to search for prototypes. The Ottoman art-
ist seems to have created his own iconography, adopt-
ing the simple narrative approach of not crowding the 
scenes with details but illustrating the most important 
points in the story, taking the reception and hunting 
scenes found in other Ottoman literary manuscripts of 
the time as models.

A comparison with certain contemporary illustrated 
manuscripts indicates stylistic similarities. As rightly put 
by Dr. Filiz Ça¯man,14 a certain style that developed 
in Herat under Husayn Mirza around 1485 and con-
tinued both in Safavid Tabriz and in Istanbul until 
the 1530s—found in illustrated copies of such literary 
works as the Dºv¸n-i Ýusaynº 15 and {Ali Shir Nava}i’s 
Ghar¸}ib al-ªigh¸r16—influenced early Ottoman paint-
ing. Ça¯man explains this style as originating in Herat 
outside Bihzadi circles and reaching the Ottoman cap-
ital with Selim I, who defeated Shah Isma{il at the Bat-
tle of Çaldîran and conquered Tabriz. Selim brought 
Badi{ al-Zaman b. Sultan Husayn to Istanbul in 1514 
and several artists who were in his retinue continued 
their work in the Ottoman capital. This particular dec-
orative and elegant style is marked by circular compo-
sitions, rich architectural detail, green or pink back-
grounds, scrolling branches, and pink and orange 
garments. Enthronement and reception scenes and 
hunts are very frequently illustrated. 

One example of this early Ottoman style appears in 
a copy of Attar’s Man«iq al-«ayr dating from 1515.17 The 
pastel backrounds and hexagonal golden thrones that 
appear in the scenes depicting Solomon and Balqis or 
the young prince hunting (fig. 11) in this manuscript 
are also found in the Walters illustrations. Although 

its figures are larger, the illustrations of the Selimnâme

of Øükrî, executed in the earlier years of Süleyman the 
Magnificent’s reign, are reminiscent of the same style 
in their decorative approach, compositional layout, and 
rendering of garments and segmented turbans18 (fig. 
12). Other Ottoman works executed during the ear-
lier years of Süleyman’s reign reveal a similar style. The 
Ottoman versions are simpler renditions, never as dec-
orative as the original Herat style.

Enthronement and reception scenes and hunts are 
popular in this group of manuscripts, and illustrations 
display similar details, such as windows behind seated 
figures in the reception scenes or architectural dec-
oration composed of scrolling branches and clouds. 

Fig. 11. Young prince hunting. {A««¸r, Man«iq al-«ayr, 1515. 
Topkapæ Palace Library, Istanbul, E. H. 1512, fol. 71b. (Photo: 
courtesy of Topkapæ Palace Museum)
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One of these manuscripts is Nava}i’s Naw¸dir al-shah¸b 

(TKSM R. 805); with a text dating from 1505 but illus-
trations added at a later date in the Ottoman court.19 A 
Dºv¸n-i J¸mº20 is another manuscript with illustrations 
in a similar style. The same circular compositions and 
decorative details such as scrolling clouds are seen in 
the Walters Tu¥fat al-akhy¸r (see fig. 4). 

In this group, however, the illustrations in Øükrî’s 
Selimnâme are the closest to the Walters manuscript, espe-
cially in architectural details such as decorative cupolas 
and tiled walls and floors, open windows behind figures, 
or pulled-up curtains in the windows or doorways. The 
rather large figures wear voluminous segmented turbans 
and have drooping moustaches. Attendants are com-

monly shown waiting at doorways. In the scene depict-
ing Bayezid II enthroned, the circular composition, dec-
orative motifs around the arches, and figures with large 
segmented turbans are similar to the illustrations in the 
Walters manuscript (cf. figs. 12 and 1–6). One can con-
clude that the Walters Tu¥fat al-akhy¸r represents this 
style, which dominated Ottoman paintings from 1520 
to 1560, starting with Man«iq al-«ayr and continuing in 
several other literary works of the period.  

Therefore, stylistically, the Tu¥fat al-akhy¸r suggests a 
date in the earlier years of Süleyman’s reign, although 
the work does not have a colophon. The fact that this 
translation was dedicated to Bayezid, Süleyman’s son, 
helps in the dating. Bayezid, one of the two youngest 
sons of Süleyman by Hürrem, was born in 1525. Cir-
cumcised in 1539 with Cihangir, Bayezid was sent to 
Konya, Kütahya, and Amasya.21 He accompanied his 
father on many campaigns. As a young boy in 1541 he 
joined Süleyman in the conquest of Budapest and was 
regent in Edirne and Istanbul. He was favored by his 
parents and by Rüstem Pa×a, the grand vizier, much 
more than was Selim, the older son of Hürrem. In the 
following years certain political upheavals, especially in 
the Anatolian provinces in the late 1540s, centered on 
Øehzade (Prince) Mustafa, a son of Süleyman by Gülba-
har Hatun, who was eventually accused of siding with 
the janissaries and assassinated in l553. Cihangir, Sül-
eyman’s ailing youngest son, died of sorrow. Bayezid 
and Selim were thus the only sons competing for the 
throne, but in the coming years, Bayezid was falsely 
accused of starting a civil war, upon which he took ref-
uge at the Safavid court and was executed there with his 
sons in 1561. Therefore, it is most probable that {Abd 
al-Karim dedicated his translation of the Sindb¸dn¸ma to 
Bayezid during the years in which the prince was politi-
cally strong and active. It is evident that the framework 
story of the Sindb¸dn¸ma concerning a young, strong, 
and wise prince able to face all dangers was appropri-
ate for a favored Ottoman ×ehzâde. Whether the author 
had a particular purpose in dedicating this work to him 
is difficult to say. Given the popularity of literary works 
during the earlier year of Süleyman’s reign, it may be 
the sultan himself or the grand vizier Rüstem Pa×a who 
commissioned this work for Bayezid. In any case, the 
illustrated manuscript must have been produced in the 
early 1540s, when Bayezid was greatly favored, espe-
cially by his mother and Rüstem Pa×a, and was consid-
ered the heir to the throne.22

Stylistically the manuscript closest to the Tu¥fat al-

akhy¸r is the Selimnâme, which has generally been dated 

Fig. 12. Bayezid II enthroned. Øükrî, Selimnâme, ca. 1525. Topkapæ 
Palace Library, Istanbul, H. 1597/98, fol. 52b. (Photo: courtesy 
of Topkapæ Palace Museum)  
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by scholars to 1525, although it may easily date from the 
early 1530s, since Øükrî presented his work to Süleyman 
through the grand vizier ~brahim Pa×a (d. 1536). 

As this particular style in Ottoman painting seems 
to have continued in the early 1540s, to propose such 
a dating for the Walters Tu¥fat al-akhy¸r would not be 
misleading. This manuscript, long neglected by scholars, 
is, as stated above, unique in being the only illustrated 
Turkish translation of the Sindb¸dn¸ma. Second, it is 
one of the rare examples among Ottoman manu scripts
dedicated to an Ottoman prince, and it demonstrates 
the extent of patronage at the time of Süleyman the 
Magnificent. One other illustrated manuscript similarly 
dedicated is Sururi’s translation of the Arabic Aj¸}ib al-

makhl¢q¸t by Qazwini, dedicated to Øehzade Mustafa, 
another of Süleyman’s sons. Sururi, who was Mustafa’s 
tutor, left the translation incomplete after the assassi-
nation of the prince in 1553.23 Third, although the six 
illustrations of the Walters Tu¥fat al-akhy¸r are partly 
overpainted, certain unretouched details, especially in 
the facial features and decorative motifs, reveal the hand 
of an artist undoubtedly belonging to the atelier that 
followed the early Ottoman style prevailing in literary 
works of the early sixteenth century. Thus the manu-
script certainly illustrates the nature of the Ottoman 
school of painting in its formative years.

Hacettepe University 

Ankara

   APPENDIX 1

Mu¥ammad {Abd al-Karºm b. Mu¥ammad, Tu¥fat al-

akhy¸r. Walters Art Gallery, Baltimore, W. 662. Height x 
width: 20.1 x 13.2 cm. No colophon, 142 folios. 
fol. 12a. Sindbad teaching the king’s son. 8.4 x 8.2 
cm (figs. 1–2).
fol. 24b. Concubine making advances to the young 
prince to break his silence. 9.4 x 8.2 cm (fig. 3).
fol. 28b. The viziers and ministers discuss how to rescue 
the prince, imprisoned by his father because of the 
concubine’s false accusation. 8.8 x 6.9 cm (figs. 4–5).
fol. 33a. The confectioner directing the parrot to keep 
watch over his unfaithful wife. 8.8 x 6.9 cm (fig. 6).
fol. 52b. The prince hunting with viziers. 8.2 x 6.8 cm 
(fig. 7).
fol. 76a. Old woman trying to convince the young 
woman by bringing her a crying dog. 7.8 x 5.3 cm 
(fig. 8). 

APPENDIX 2

Mu¥ammad b. {Alº b. Mu¥ammad b. al-Ýasan al-
ð¸hi rº, Sindb¸dn¸ma, in a Persian majm¢{a also con-
taining  Marzub¸nn¸ma and Kalºla va Dimna. Süley-
maniye Library, Istanbul, Fatih 3682. Height x width: 
41 x 21.8 cm. 579 folios (Sindb¸dn¸ma section: fols. 
445a–579b).
fol. 473b. Sindbad demonstrating his wisdom by hold-
ing an astrolabe. 8.7 x 8 cm.
fol. 503a. Young prince hunting. 11.1 x 10.7 cm.
fol. 520b. Young man confessing his love to the young 
woman at her window. 17.9 x 11 cm.
fol. 525a. Old woman convincing the young woman 
to respond to the young man in love.  9.2 x 8 cm 
(fig. 9).
fol. 556b. The prince received by his father, who praises 
him. 9.9 x 8 cm. 

    APPENDIX 3

Anonymous Persian Sindb¸dn¸ma. British Library, 
London, IO Isl 3214. Height x width: 24.5 x 15 cm. 166 
folios, 72 miniatures. Golconda style, ca. 1575. Stories 
illustrated in the manuscripts listed above, Appendices 1 
and 2, are marked “(W)” for Walters Art Gallery Tu¥f¸t

al-akhy¸r, “(S)” for Süleymaniye Sindb¸dn¸ma.

fol. 1b–2a. Solomon and Sheba enthroned.
fol. 11b. The king praying for the birth of a son. 11.7 
x 8 cm.
fol. 13b. The prince fails to learn from his teacher. 
11.7 x 8 cm.
fol. 14b. The philosophers including Sindbad gathered 
to help the king. 19.5 x 8.5 cm. (S)
fol. 18b. Sindbad promises the king to teach his son. 
9.3 x 8 cm.
fol. 20b. Sindbad’s tale of the camel, the wolf, and the 
fox. 8 x 11.7 cm.
fol. 21b. A garden scene. 8 x 5 cm.
fol. 22a. Sindbad teaching the prince. 11.7 x 8 cm. 
(W)
fol. 23b. The elephant keeper before the king. 20.6 
x 12 cm.
fol. 28a. The king’s concubine declaring her love to 
the prince. 11.7 x 8 cm. (W)
fol. 29b. The concubine accusing the prince of treason. 
11.7 x 8 cm (fig. 10).
fol. 31a. The prince punished and imprisoned. 11.8 
x 8 cm.
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fol.32b. The eldest vizier’s story of the old woman, the 
elephant, the goat, and the apes. 11.7 x 8 cm.
fol. 34b. The viziers  and ministers conferring in order 
to free the prince 16.5 x 4 cm. (W) 
fol. 35a. The vizier’s tale of the untrustworthiness of 
women. 11 x 8 cm.
fol. 36b. The vizier’s tale of the confectioner, his unfaith-
ful wife, and the parrot. 11 x 8 cm (W).
fol. 40b. The confectioner tearing off the head of the 
parrot. 11 x 8 cm.
fol. 43a. The vizier’s tale of a husband coming home to 
find a soldier rushing from his house. 11 x 8 cm.
fol. 45a. The concubine in the king’s presence accusing 
the viziers of corruption. 12 x 8 cm.
fol. 47b. The concubine’s tale of the washer man and 
his son. 12 x 8 cm.
fol. 48a. The executioner leading the prince. 12 x 8 
cm.
fol. 48b. The second vizier pleading with the king for 
the prince’s life. 13 x 5 cm.
fol. 50b. The second vizier’s tale of two partridges. 11 
x 8 cm.
fol. 54b. One partridge tearing the other’s head off 
and immediately repenting. 8 x 6.8 cm.
fol. 57b. The concubine complaining to the king. 11 
x 8 cm.
fol. 60b. The prince hunting a wild ass. 8 x 6. cm. 
(W), (S).
fol. 64b. The third vizier’s tale of the child, the snake, 
and the cat. 8 x 6.8 cm.
fol. 68a. The tale of the old woman and the merchant’s 
wife. 11 x 8 cm.
fol. 69a. The concubine before the king, threatening 
to drink a cup of poison. 12 x 8 cm.
fol. 73a. The tale of the wounded boar and the monkey 
on the fig tree. 12 x 8 cm.
fol. 74b. The executioner leading the prince. 12 x 8 
cm.
fol. 75a. The fourth vizier tells his tale in the presence 
of the king. 12 x 8 cm.
fol. 76a. The bath-keeper whispering to the prince 
about his wife. 12 x 8 cm.
fol. 78a. The prince making love to the bath-keeper’s 
wife (effaced). 12 x 8 cm.
fol. 80a. The young prince on horseback pleading to 
his beloved at her window. 12 x 8 cm. (S)
fol. 82a. The old woman convincing the beloved. 12 
x 8 cm. (W), (S)
fol. 85b. The prince prostrate in gratitude before the 
old woman. 10 x 8 cm.

fol. 87b. The prince praying. 8 x 8.5 cm.
fol. 91b. The prince making love to his beloved. 12 
x 8 cm.
fol. 94b. The king and his son. 12 x 8 cm.
fol. 97a. The king thanking Sindbad and the viziers that 
the prince is now restored to speech. 12 x 8 cm.
fol. 99a. The story of the snake falling into a pot of 
milk, poisoning a group of friends. 12 x 8 cm.
fol. 102a. The king approves his son’s tale and sets 
him free. 12 x 8 cm.
fol. 103a. The prince’s story of a love-struck woman who 
tied a rope around her child’s neck and lowered the 
child instead of a pitcher into a well. 10 x 8 cm.
fol. 106a. The adulterous king and an infant in a cradle. 
13 x 8 cm. 
fol. 108a. The merchant and the farmer who deposit 
their money with an honest old woman who is deceived 
by one of them. 12 x 8 cm.
fol. 109b. The old woman on her way to court is told 
by a boy what to say there. 10.5 x 8 cm.
fol. 114b. The merchant listening to the advice of a 
blind man. 12 x 8 cm.
fol. 116b. The king asks his ministers and courtiers who 
taught his son. 12 x 8 cm.
fol. 199b. The princess of Kashmir and her attendants 
in a garden. 12 x 8 cm.
fol. 120a. A div carries off the princess in the garden. 
12 x 8 cm.
fol. 121b. The four brothers rescue the princess from 
the div’s cave in Yemen. 12 x 8 cm.
fol. 123b. The king of Kashmir promises his daughter’s 
saviors the hand of his daughter and half of his king-
dom. 12 x 8 cm. 
fol. 125a. The king on his throne with his daughter 
and son-in-law. 12 x 8 cm.
fol. 126a. Feast of a prince on a terrace. 11.5 x 8 cm.
fol. 128b. Garden scene. 12 x 8 cm.
fol. 129b. The prince making love. 12 x 8 cm.
fol. 132a. The concubine in a distressed state reappears 
before the king. 12 x 8 cm.
fol. 134b. The robber riding on a lion’s back. 12 x 8 
cm.
fol. 135b. The robber in a tree with a monkey below. 
8 x 5cm.
fol. 137a. The monkey is caught and killed by the 
robber. 12 x 8 cm.
fol. 138a. The executioner attempts once again to hang 
the prince. 16.5 x 5 cm.
fol. 138b. The sixth vizier pleads with the king for the 
life of the prince. 12 x 8 cm.
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fol. 142a. The peri instructor and the old ascetic. 12 
x 8 cm.
fol. 143b. The ascetic’s wife uses the magic confided 
by the peri. 16 x 5 cm.
fol. 149b. A conference between a woman and an 
effeminate man. 12 x 8 cm.
fol. 151b. The youth making love to the other woman. 
12 x 8 cm.
fol. 154b. The concubine tearing her garments before 
the king. 12 x 8 cm.
fol. 158a. Sindbad seated before the king. 10 x 8 cm
fol. 163b. The king praises his son before his viziers 
and dignitaries. 12 x 8 cm.
fol. 165b. The prince seated on his father’s throne 
before the viziers and courtiers. 12 x 8 cm. (S)

NOTES

1.    Walters Art Gallery, Baltimore, MD. Accession number W. 
662.

2.    Sometimes called the Sindºb¸d N¸mah, this work and its ver-
sions in different languages were studied by Forbes Falconer, 
whose study, published in 1841, was based on a Sindb¸dn¸ma

then in the Library of the East India Company and now in the 
British Library (Ethé 1236, IO Isl 3214). Falconer refers briefly 
to the different versions of the Book of Sindbad in various lan-
guages and then narrates all the stories in this Sindb¸dn¸ma:
see Forbes Falconer, “Analytic Account of the Sindºb¸d N¸mah,
or Book of Sindibad, a Persian Ms. Poem in the Library of the 
East India Company,” Asiatic Journal, n.s. 35 (1841): 169–80, 
and 36 (1841): 4–18, 99–108. This research was completed 
by W. A. Clouston later in the century in his work, The Book 

of Sindib¸d, or, the Story of the King, His Son, the Damsel and the 

Seven Vazºrs (Glasgow, 1884). Neither Falconer nor Clouston 
gives any information on a Turkish translation. A full bibli-
ography on the Sindb¸dn¸ma and its versions is given by V. 
Chauvin in the second volume of his Bibliographie des ouvrages 

arabes ou relatifs aux arabes (Liege and Leipzig, 1897). The Tur-
kish version is noted by J. A. Decourdemanche in “Note sur 
une version turque du ‘livre de Sendebad,’”Journal Asiatique, 9e 
sér., 13 (1899): 173–77. He compares the stories in the Turk-
ish, Greek, and Arabic versions. A more recent and compre-
hensive publication on the various texts of the Sindb¸dn¸ma

in Persian, Arabic, and Turkish is Ahmet Ate×, Sindbad-name

(Istanbul, 1948). A critical review of this book was published 
by ~brahim Kutluk, “Sindbadname,” Türk Dili ve Edebiyatæ Der-

gisi, vol. 3 (Istanbul, 1949), pp. 351–67.
3.    Falconer, “Analytic Account,” p. 169.
4.    Ate× mentions a now-lost Persian translation, made by Amid 

Abu ’l Fawaris in 950–51, that was used by Samarqandi. One 
other Persian version before Samarqandi’s was that of Azraqi 
(d. 1072). Ate× compares three different texts by Samarqan -
di: Amasya Bayezid Library no. 750, Istanbul Süleymaniye 
Library no. 861, and Fatih 3682, in publishing the most com-
plete Persian text by Samarqandi. He also uses for comparison 
the text of an Arabic version in the Süleymaniye Library, Øehid 
{Ali Pa×a 2743, dated to 1533: Ate×, Sindbadname, passim.

5.    Ate×, Sindbad-name, pp. 18–22. For the Turkish manuscript in 
the British Museum, see Charles Rieu, Catalogue of the Turkish 

Manuscripts in the British Museum (London, 1888), p. 233.
6.    Decourdemanche,  “Note sur une version turque,” p. 173.
7.    Süleymaniye Library 861, dated by Ate× to the fourteenth cen-

tury: Ate×, Sindbad-name, pp. 87–90. 
8.    Süleymaniye Library, Fatih 3682. This illustrated manuscript 

was published by Nurhan Atasoy in “Persian Miniatures of the 
Süleymaniye Library, Istanbul,” Akten des VII. Internationalen Kon-

gresses für Iranische Kunst und Archäologie, München 7.–10. Septem-

ber 1976 (Berlin, 1979), pp. 425–30. A master’s thesis submitted 
to BoÅaziçi University also gives detailed information on the 
manuscript: Nezihe Seyhan, “Süleymaniye Kütüphanesi’ndeki 
minyatürlü yazma eserlerin kataloÅu” (master’s diss., Bo¯aziçi 
Üniversitesi Sosyal Bilimler Enstitüsü, 1991), 382–83, cat. no. 
39.

9.    See n. 7, above.
10.  British Library Ethé 1236, IO Isl 3214: Falconer, “Analytic 

Account,” passim. 
11.  H. Ethé, Catalogue of the Persian Manuscripts in the Library of the 

India Office (Oxford, 1903), no. 1236; B. W. Robinson, Cata-

logue of a Loan Exhibition of Persian Miniature Paintings from Brit-

ish Collections (London, 1951); Ivan Stchoukine, Les peintures 

des manuscrits safavis de 1502 à 1587 (Paris, 1959), p. 137, pls. 
28–29; Jeremiah P. Losty, The Art of the Book in India (London, 
1982), no. 48.70, ill. on p. 54; Norah M. Titley, Persian Minia-

ture Painting (London: British Library, 1983), pp. 182, 184. 
12.  Falconer, “Analytic Account,” passim.
13.  I am indebted to Mr. Jeremiah P. Losty for allowing me to 

work on the manuscript and use the British Library’s list of 
illustrations, which is revised and presented here.

14.  Filiz ÇaÅman, “The Miniatures of the Divân-i Husaynî and the 
Influence of Their Style,” Fifth International Congress of Turkish 

Art, ed. G. Fehér (Budapest, 1978), pp. 231–59. 
15.  Dºv¸n-i Ýusaynº is a collection of Sultan Husayn Mirza’s poems, 

and its colophon indicates that it was copied in Herat in 1492: 
Topkapæ Palace Museum E. H. 1636. One other copy of this 
work, dated equivalent to 1485, is in the Bibliothèque Natio-
nale in Paris (supp. turc 993): see ÇaÅman, “Divân-i Husaynî,”

pp. 231–34, figs. 1–6. See also Ivan Stchoukine, Les peintures 

des manuscrits tîmûrids (Paris, 1954), pp. 70–71.
16.  There are several copies of {Ali Shºr Nav¸}º, Ghar¸}ib al-ªigh¸r:

Istanbul University Library T. 5470, dated to 1490, and T. 5669, 
dated to 1524; Topkapæ Palace Museum H. 983, of ca. 1520, 
and R. 803, dated to 1532–33. See ÇaÅman, “Divân-i Husaynî,”
figs. 7–17.

17.  Topkapæ Palace Museum E. H. 1512: Ivan Stchoukine, La pein-

ture turque d’après les manuscrits illustrés, 2 vols. (Paris, 1966, 
1971), vol. 1, 1. partie: De Sulaym¸n Ier à Osm¸n II, 1520–1622,
p. 50, pl. 5; Nurhan Atasoy and Filiz ÇaÅman, Turkish Miniature 

Painting (Istanbul, 1974), p. 20; ÇaÅman, “Divân-i Husaynî,”

pp. 236–37, pls. 18–19.
18.  Topkapæ Palace Museum H. 1597/98, dated to ca. 1525.
19.  Topkapæ Palace Museum R. 805: ÇaÅman, “Divân-i Husaynî,”

p. 239, pl. 22.
20.  Topkapæ Palace Museum H. 987 does not have a colophon, 

but, according to ÇaÅman, the illustrations were added in 
Istanbul: see “Divân-i Husaynî,” p. 240, pl. 23.

21.  The best source on the life of Bayezid, son of Süleyman, is Øer-
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afettin Turan, Kanunî’nin o¯lu Øehzâde Bayezid vak’asæ (Ankara, 
1961), passim. 

22.  Turan, Kanunî’nin oÅlu,  p. 19.
23.  British Museum Add. 7894: G. M. Meredith-Owens, Turkish

Miniatures (London, 1963), p. 26; Norah Titley, Miniatures from 

Turkish Manuscripts (London: The British Library, 1981), cat. 
no. 60. 
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