[CT]INTRODUCTION

[GT]A key to understanding the political and cultural evolution of the Persian lands can be found in the historical Persian reaction to invasion.  Situated for thousands of years at the crossroads of migration and trade routes, Iran has been subjected to numerous incursions, but three in particular had major cultural consequences:  the Greek invasion of the fourth century B.C., the Arab Muslim conquest of the seventh century A.D., and finally the Mongol invasion of the thirteenth century. 


Every culture contests trespass and imposition according to its own internal dynamics, leading at one extreme to rejection and revolt or, at another, to an acceptance of alien rule and the eventual effacement of all but remote links to its past.  Thus after the advent of Islam, as the Arabs swept through Egypt and across North Africa into Spain, the Egyptians were eventually Arabized, breaking with their Pharaonic past, while Spain resisted, centuries later driving the invaders from their land.  The reaction of the Persian people to the Arab conquest was markedly different; they neither rejected the new order nor abandoned their past.  Instead, they accommodated their own culture to that of the invader, synthesizing a richer, more dynamic civilization that nonetheless remained distinctly Persian. 


This process of assimilation can be found after each major invasion of Iran.  Each was initially marked by a gradual adoption of certain social, political, and cultural elements linked to the conquerors.  As the military and political hold of the conqueror dissipated, those borrowed beliefs and systems were maintained, Persianized, and at times even embraced and refined.  While this long evolutionary pattern appears at many levels of Persian society over the centuries, calligraphy and painting, traditions that flourished at later Persian courts, represent particularly salient visual examples of the process. 


The historic ability of Iran to absorb foreign ideas and forms was undoubtedly conditioned by the unique Persian concept of khvarenah, or Divine Glory, by which the authority of the ruler--whether Persian or not--was sanctioned.  Those who were perceived to hold the Divine Glory were to rule and be obeyed.  Its possessor need not be Persian; a foreigner could embody the Divine Glory by the sheer magnitude of his conquests.  Thus Alexander the Great, who daringly invaded Iran and destroyed the grand Achaemenid capital of Persepolis during the fourth century B.C., would enter Persian literature as a legendary hero whose numerous feats were extolled in the Persian book of epics, the Shāhnāmé (Book of kings), where he took his place alongside the Sāsānians and other Iranian dynasties viewed as models of the Persian royal ideal.  Motivated by self-interest, many Persians historically have sought to affiliate themselves with invading powers and, from both expediency and curiosity, have explored those traits that distinguished or contributed to a conqueror's success.  A natural consequence of this transformative process was a long fascination with and adaptation of the new visual attitudes and forms introduced to Iran by outside forces. 

[SH1]The Persian Ideal

[GT]Although clearly much affected by external cultures, the evolution of Persian artistic expression has always been guided by an internal conceptual framework.  From its earliest manifestations, Persian art is characterized by a distinct preference for the ideal over the real, for stylization over naturalistic representation.  Artists, for political as well as cultural reasons, tended to depict what they wished to see rather than what they saw.  Consequently the hero and the prince are always seen as noble, serene, powerful, and handsome.  This preference, expressed in both literature and the visual arts, remained remarkably consistent over the centuries.  For example, murals of the sixth and seventh centuries unearthed in Transoxiana (below left) and nineteenth-century Qājār oil paintings on canvas (below right) both rely on a similar characterization of the archetypal hero-prince:  strong arms and neck, thin waist, and broad chest.  Verses of the Shāhnāmé, composed during the tenth and eleventh centuries, describe the hero Rostam "with such a forearm and neck, back and arms, a waist like a reed, a broad chest and torso."  This stereotype, constantly revived and disseminated, reflects a taste not concerned with objectivity or the reproduction of physical reality but with idealized and stylized representation; broad shoulders project the idealized strength of the hero, and a narrow waist creates a stylized silhouette.  


This emphatic taste for stylization and idealization is apparent even at the earliest stages of Persian artistic expression.  In ceremonial crushing tools of the third millennium B.C.
1 (upper right) and Amlash pottery of the first millennium B.C. (lower right), animals were fashioned according to their prominent physical characteristics and mythological attributes.  The serpents on the crushing tool were intended to imbue the grain seed with protection from pestilence, and the exaggerated hindquarters of the cow allude to abundant milk. In this context, the symbolic significance of the abstracted figures took precedence over physical reality. These modes of perception were developed, conventionalized, and adhered to by most artists with only subtle variations.  Furthermore, this stylistic conformity would conceptually persist over centuries.  The lion, for example, an omnipresent motif in both Persian art and literature whose power and beauty was traditionally perceived as a potent symbol of royalty, is consistently represented from the third millennium B.C. to the sixteenth century A.D., with an outstretched body, exaggeratedly heavy paws, and open jaws.

[SH1]The Achaemenid Synthesis

[GT]In 550 B.C., Cyrus the Great, king of Pārsā (present-day Fārs in southwestern Iran, r. 558-529 B.C.), defeated the last of the Median kings ruling over western Iran.  The two Aryan tribes of the Medes and the Persians were thus united under one ruling house, paving the way for the creation of the Achaemenid empire (550-330 B.C.).  Within half a century the empire would increase dramatically, bringing Egypt, Syria, Mesopotamia, Asia Minor, and a number of Greek Islands in the west, as well as Afghanistan and parts of India in the east, under Persian rule.  


The imperial integration of so many of the greatest centers of ancient civilization, each with their own rich artistic traditions, forged the artistic talent of these different vassal states into a harmonious and distinctive imperial Achaemenid style that culminated in the construction of the great palaces of Susa and Persepolis.  The famous building inscription of Darius I in the palace of Susa in southwest Iran catalogues the rich variety of materials and artisans who created the complex.
  Materials were gathered from every corner of the empire:  cedar from Lebanon; timber from India; gold from Sardis and Bactria; silver and ebony from Egypt; ivory from Ethiopia and India.  The stoneworkers were Greek, the goldsmiths Median and Egyptian, the woodworkers Greek and Egyptian, and the brick makers Babylonian. 


Although the stone carvers may have been Greek, the prototypes for Achaemenid sculpture were mostly Assyrian.  Like earlier renderings of Assyrian motifs in Iranian art (below left), Achaemenid figures are differentiated from Assyrian prototypes by smoother curves, reduced volumes, and a gentler articulation of features. Figural elements were defined according to a precise, consistently maintained iconographic lexicon.  One example of this highly controlled process of production for imperial Achaemenid art, a well-preserved bronze mirror (right), displays in exquisite detail the canonical vocabulary deemed necessary for the effective representation of the winged lion, an important Achaemenid motif:  prominent teardrop-shaped eye, stylized cheeks and whiskers, exaggerated leg muscles, and an outstretched wing reduced to an elegant pattern.  Some elements of this vocabulary, such as the prominent leg muscles, are reminiscent of earlier Assyrian motifs.  But the overall composition--majestic, pleasantly soft, highly decorative--is essentially Persian in character. 


Achaemenid nonfigural art (below right) relied largely on repetitive abstract and geometric patterns, which dominated the decoration of objects that would travel throughout the empire and influence production in regional artistic centers.  Centuries later, during the Islamic era, figural painting was publicly suppressed, and abstract geometric and vegetal patterns as well as symmetrical designs came to dominate artistic expression.  Against the background of earlier Persian artistic history, this conceptualizing trend represents not an abrupt or radical break with the past, but rather a refinement and elaboration of a trait deeply embedded in the Persian cultural ethos.

[SH1]Alexander's Conquests and Hellenistic Influence 

[GT]Alexander the Great's conquest of the Achaemenid empire began in 333 B.C., with his famed campaigns eventually extending to the eastern frontiers of the state.  When he died unexpectedly in 323 B.C. without a designated successor, his vast new empire was left to the mercy of feuding viceroys and generals.  Of the latter, Seleucus (circa 358-280 B.C.) would gain supremacy over both Iran and the eastern territories.  The Seleucids reigned until 247 B.C., when they were gradually driven out by the rising power of the Pārthians, an Iranian tribe.  Although very much Iranian by nature, the Pārthians characteristically did not abandon their acquired Greek heritage.  Hellenistic influence persisted throughout some 470 years of Pārthian rule (247 B.C.-A.D. 224), the longest reigning dynasty in the history of Iran.  Greek replaced Aramaic in official and bureaucratic practices, and inscriptions on Pārthian coins remained Greek to the very last ruler (below).  


Greek deities even entered the Iranian pantheon, usually by superimposition over existing ones,
 and Greek literature grew fashionable in high circles.  When the head of the defeated Roman general Crassus was brought to the Pārthian king Orod (Orodes), the latter was enjoying a performance of Euripides' Bacchae in Greek.
  Interestingly, classical works of philosophy long forgotten by the Greeks survived in Iran; many were eventually translated into Arabic after the Arab conquest and rediscovered in the West through Islamic Spain. 

[SH1]Cultural Synthesis

[GT]Following Alexander's conquest of the Iranian world, Greek viceroys replaced Achaemenid appointees, and in the province of Bactria (present-day Afghanistan) they forged an independent kingdom that would last some two centuries, usually referred to as the Greco-Bactrian kingdom. By the second century B.C. successive waves of nomadic invaders from the northern steppes, the Sakās and Pārthians, both of Iranian origin, and the Kushāns, perhaps of Turkish stock,
 had assumed control of Bactria and eventually extended their conquests into northern India.  The Bactrian language, Iranian in origin, continued as the official language of the kingdom, and its script, as evidenced on coins and other inscriptions, remained Greek.
 


Yet another element would be added to this cultural mix, for the nomadic conquests of Indian territories opened the way for Buddhism to spread across Arachosia (Pakistan) and eventually into Bactria.
  The resultant synthesis of these three cultures--Iranian, Greek, and Indian--is reflected in certain depictions of the Buddha (upper right), here dressed in monastic attire whose carved drapery indicates the influence of the Hellenistic tradition.  In the context of the Iranian culture of Bactria, the Buddha would properly have been bestowed with the khvarenah, the Divine Glory.  This concept was given material expression by the placement of a solar disc behind his head.
 


A further example of this synthesis is found in a relief panel depicting an episode of the life of the Buddha, once part of the rock-hewn walls of a Buddhist temple in Afghanistan (lower right).  In this episode, Prince Siddhārthā (the Indian prince who would become the Buddha) departs his worldly kingdom to practice austerities and meditation.  He wears the garb of a bodhisattva, a mortal who foregoes enlightenment in order to guide others, and a parasol, a symbol of kingship, is held above his head.  What is particularly interesting in this representation is the strong Iranian influence clearly recognizable in the depiction of the horse and its trappings, and of the baggy trousers tightened at the ankle.  A more complex influence is embodied in the figure of a goddess seen overlooking the departure, who is usually recognized as the protector of the city from which Siddhārthā leaves.
  The iconography, however, appears to be borrowed from representations of Žnāhitā, the Iranian goddess of water, rain, and fertility, who is usually depicted with an eight-faceted golden crown, her strong arms covered by flowing sleeves.
  

[SH1]The Arab Conquests and the Islamic Era

[GT]The great capital of the Sāsānian empire (224-651), Ctesiphon (Madā`en), located on the banks of the Tigris, fell in 637 into the hands of Muslim Arabs fighting to propagate the new Islamic faith, as well as for material gain.  The Sāsānians, who proudly claimed descent from the Achaemenids, successfully established levels of quality and luxury in artistic production that affected virtually all later Iranian aesthetic development.  Much of this influence was centered on an iconography linked to the figure of the king as an all-powerful ruler, as well as a fabled court whose ceremonial practices would resonate well into the Islamic period.  Exhausted by centuries of incessant warfare waged against the Roman empire and stifled by a Zoroastrian clergy that had grown heavily ritualistic and powerfully restrictive, the Sāsānian empire had crumbled before the attacks of a determined Arab army. 


Conversion of the Persian lands to Islam was gradual and was not complete until the eleventh century.  This was due in part to the inability of the numerically limited Arabs to penetrate and control the conquered territories rather than wholly the result of resistance to the new faith.  Conversion was facilitated by doctrinal similarities between Islam and Zoroastrianism and by the marked simplicity of Islamic religious practices compared with the complexity of Zoroastrian rituals.
  There was also a material incentive to become a Muslim:  non-Muslim "people of the book" (i.e., Jews and Christians according to the Qorān, but conveniently interpreted to include Zoroastrians) were required to pay a poll tax, the jezyé.  And there was the additional attraction of being part of the powerful and expanding Islamic empire with all its attendant opportunities, for Islam was both propagated and perceived as the religion of the victors, blessed with the Divine Glory.

[SH1]Iran and Islamic Calligraphy

[GT]Lacking a bureaucratic tradition capable of administering their extensive conquests, the Arab invaders relied on local governmental institutions, personnel, and practices to administer their empire.  Coinage clearly demonstrates this adaptation, as coins minted in Iran in the earliest periods of Arab occupation used Sāsānian models with little modification [cat no. 22].  On the obverse of these early examples is a depiction of a Sāsānian king and on the reverse a fire alter, the main icon of the Zoroastrian fire cult.  The only concession to Islam was the invocation besmellāh (in the name of God), inscribed in Arabic on the obverse rim.  All other inscriptions are in the Middle Persian Pahlavi script used under the Sāsānians. 


In 696, the caliph `Abdol-Malek (r. 685-705) ordered a standard prototype for coins that banished figural representation in favor of Arabic inscriptions in the angular kufic script.  The new coins proclaimed the Islamic faith with Qorānic verses and the standard Muslim invocation:  "There is no god but God, there is no partner with him" [cat. no. 23]. 


Following the coin reform, administrative books and fiscal registers, hitherto written in Pahlavi, were also copied in Arabic.  The paramount position of the Qorān in nearly all aspects of Islamic civilization was as much a factor in the propagation of Arabic script in Iran as were decree and reform.  The integrity of the verses of the Qorān, perceived by Muslims as the word of God, could be preserved only if they were written in Arabic, the language in which they were revealed to the Prophet Mohammad in the early seventh century.  Calligraphy was thus in large part developed to adorn the word of God, and the act of copying the Qorān was regarded as a supreme exercise of piety.  Consequently the ensuing development of highly sophisticated calligraphic systems in Iran as well as the rest of the Islamic world was predicated on a pietistic desire to embellish the word of God as well as the practical needs of scribes in government chanceries.


The first major calligraphic style to flourish in the Islamic world was the angular kufic script, which was later largely supplanted by the development of a group of six basic (osul) cursive scripts.  The man credited with establishing the calligraphic canons for the basic scripts was the Persian Abu `Ali Mohammad b. `Ali, better known as Ebn-e Moqlé (885-940),
 who started his career as tax collector in his native province of Fārs.  He then joined the administration of the Abbāsid caliphate in Baghdad and served intermittently as vizier under three successive caliphs, Al-Moqtader (908-32), Al-Qāher (932-34), and Ar-Rāzi (934-40). 


The development and refinement of these basic scripts culminated with the advent of the celebrated master calligrapher Yāqut in Baghdad (d. 1296 or 1298; see cat. no. 169) and his six pupils:  Ahmad-e Sohravardi (see cat. no. 172), Arghun-e Kāmeli (see cat. no. 12), Nasrollāh, Mobārakshāh Zarin Qalam, Yusof of Mashhad, and Sayyed Haydar.
  Five of these six famed calligraphers were Persian and practiced under the patronage of the Mongols, who had extinguished the five-hundred-year-old Abbāsid caliphate in 1258 with their sack of Baghdad.


The cognoscenti, however, apparently considered the basic scripts too rigid and angular for the lyrical Persian poetry that came to dominate court taste.  A more compatible style that better reflected the elegant intonations of Persian poetry was eventually created by Persian calligraphers at the end of the fourteenth century.
  This new script, known as nasta`liq, was remarkable for its easy grace and clarity, and it would become the principal vehicle of Persian poetry; to this day almost no other script is used for Persian literature.
  The Persian transformation of the Arabic script was complete:  they had adopted it, defined new styles, refined it, excelled at its execution, presented it to the next conquerors as their own, and finally altered it to suit their own needs and tastes. 

[SH1]The Subordination of Painting in the Early Islamic Era

[GT]The advent of Islam in the seventh century had been symbolically marked by the Prophet Mohammad's smashing of the idols in the Ka`ba, the focus of Muslim prayer, at Mecca in 629.  This act was to emphasize that "there is no god but God," and that God alone was the creator.  For jurists and theologians, creation was strictly a prerogative of God, one not to be shared by man.  In early Muslim theological debates, the notion of man's control of his destiny was refuted as blasphemous by arguing that if man were to act on his own, he would be empowered with the ability to create, thus sharing God's power.  Within this context it was inevitable that from the earliest days of Islam the religious classes would attack figural painting for attempting to duplicate creation.  The long tradition of figural representation in Iran gradually subsided in favor of geometric designs, vegetal arabesques, and calligraphy, which together came to dominate Islamic design and iconography in nearly all media. 


Attitudes toward the human figure during the early Islamic era changed considerably, with figural representation diminishing from the ninth through eleventh centuries.  Objects might combine classical Islamic designs of ornate calligraphy with a figure, reflecting the synthesizing approach of Muslim artists in Iran who responded, for example, to the earlier figural designs of Sāsānian "hunting" plates.  With the arrival of Saljuq Turk invaders from central Asia in the eleventh century, there was a vigorous revival of figural representation on both metalwork and ceramic vessels which adhered to conventionalized depictions, and such objects generally display a narrow qualitative range.  An unusual example is encountered in a gilt bronze vessel (lower right) on which, despite heavy corrosion, the faint remainder of a delicately painted figure can be seen.  Such quality is uncommon in Saljuq art, and Persian painting would have to await the Mongol invasions before being institutionalized on a wide scale as an important and influential courtly art.

[SH1]The Mongol Conquests and the Renaissance of Persian Painting

[GT]The brutal Mongol invasions of the thirteenth century under Changiz Khān integrated the Iranian world into an empire that stretched from China to Anatolia, and once again Persian culture was forced to confront foreign ideals and forms.  With the election of Qubilāy as Great Khān in 1267, the Mongol capital was shifted from Qaraqorum to Khānbāleq (Beijing), while Qubilāy's brother Hulāgu and his descendants reigned in Iran as il-khāns subservient to the Great Khān.

  Mongol adoption in Khānbāleq of Chinese imperial practices, such as the patronage of the Chinese imperial academies of history and painting, led the Mongol Persian courts to emulate their overlords in the creation of the royal library-atelier (ketābkhāné), where Persian painting acquired a new impetus.  Painting in Mongol and post-Mongol Persian royal ateliers borrowed numerous stylistic and spatial elements from Chinese models, and Chinese motifs such as cloud bands, rock formations, and mythological animals,
 enriched the Persian repertoire of painting. 


By the early fifteenth century a sophisticated and distinctly Persian court style had evolved, one that would gradually evolve and reach its apogee in the calligraphic figural style of the celebrated artist Rezā-e `Abbāsi (d. 1635).  Much like the internal evolution of calligraphy in Iran toward nasta`liq script, Rezā brought Persian painting to perhaps its most poetic phase, in which drunken youths and mystical lovers were united with calligraphy and poetry.  This harmony is epitomized by an album page in which verses penned by the acclaimed nasta`liq calligrapher Mir `Ali are surrounded by a drawing by Rezā (see p. 00).  Here two artistic expressions--calligraphy and painting--are perfectly and beautifully intertwined, like lovers, with the heart of Persian culture, its poetry.  

NOTES

[EN]

1. The most intriguing shape among the so-called Kermān stones of southwestern Iranian origin is the "handbag" type.  Most of the few known examples have broken arms but none has the open carving seen here.  These objects have been identified as weights, although there is evidence to the contrary.  The base is too narrow and unstable to stand vertically, and if it had served as a hanging weight, the hook would have left a wear mark in the center under the handle.  The clue to its function rests in signs of use in other areas.  The handle has heavy wear marks in the center that fade off toward the sides; this implies that the tool received extensive use.  The continuous application of pressure to the bottom produced substantial wear, especially on the two rounded corners, much like the soles of worn shoes.  The object was perhaps used in ritual ceremonies to crush grain seed for the next agricultural season, and the serpents were depicted to protect the seed from pestilence. 

2. E. Poroda, "Classic Achaemenian Architecture and Sculpture," in Cambridge History of Iran (Cambridge: Cambridge University Press, 1975-), vol. 2, p. 808.

3. Zeus, for example, was conflated with Ahurāmazdā, and Apollo with Mithrā; see C. Colpe, "Development of Religious Thought," in ibid., vol. 3 (2), pp. 840-43. 

4. See E. Yarshater, Introduction to ibid., vol. 3, p. xxv.

5. A. Bivar, "The History of Eastern Iran," in ibid., vol. 3 (1), p. 199. 

6. Ibid.

7. Ibid., pp. 191-200; see also S. L. Huntington, The Art of Ancient India (New York: Weatherhill, 1985), pp. 109-24.

8. Representation of the Buddha in human form is contrary to earlier Indian Mahāyāna traditions which maintained that the Buddha could not be described in words or form, and was to be alluded to by symbols.  It was in the eastern Iranian territories of the Kushāns that figural representations of Buddha first appeared, serving as prototypes for later models; R. Emmerick, "Buddhism Among Iranian Peoples," in Cambridge History of Iran, vol. 3 (2), p. 955.

9. I am indebted to P. Pal for this information.

10. Žnāhitā is described in the Avestā, the Zoroastrian religious text:  "Very beautiful were [Žnāhitā's] white arms, stronger than a horse's.  Wearing beautiful sleeves, very strong in her arms, flowing, she showed herself off" (An Introduction to Ancient Iranian Religion: Readings from the Avesta and Achaemenid Inscriptions, ed. and trans. W. W. Malandra [Minneapolis: University of Minnesota Press, 1983], p. 120).  For other representations of Žnāhitā, see R. Ghirshman, Persian Art: The Parthians and Sasanian Dynasties (New York: Golden Press, 1962), p. 176, and P. O. Harper, The Royal Hunter: Art of the Sasanian Empire (New York: The Asia Society, 1978), p. 109.

11. Zoroastrians could readily equate Allāh with Ahurāmazdā (the Creator) and the Qorānic Shaytān (Satan) with Ahriman (the Destroyer); some Islamic concepts such as belief in heaven and hell and the Day of Judgment derived from Zoroastrianism as well as Judeo-Christian thought.  Muslims in fact adopted the Zoroastrian practice of praying five times a day.  See M. Boyce, Zoroastrians: Their Religious Beliefs and Practices (London: Routledge & Kegan Paul, 1979), p. 148. 

12. See D. Sourdel, "Ibn Mukla," in Encyclopédie de l'Islam, 2d ed. (Leiden: E. J. Brill, 1960-), vol. 3, pp. 910-11.  Both Ebn-e Moqlé and his brother Abu `Abdollāh Hasan (d. 949) have been credited with the development of the basic scripts; see G. H. Yusofi, "Calligraphy," in Encyclopaedia Iranica (London: Routledge and Kegan Paul, 1975-), vol. 4, p. 680.

13. Qazi Ahmad-e Qomi, Golestān-e honar (Garden of talents), ed. A. Soheyli (Tehran: Bonyād-e Farhang-e Iran, 1352), pp. 22-23.

14. Technically, the compatibility of nasta`liq with Persian poetry stemmed from three additional features of the script: increased roundness, a pronounced use of variable thickness of line, and added flexibility in the vertical configuration of letters.  Nasta`liq had a natural flow that visually reflected the intonations of Persian poetry. 

15. Interestingly, for the writing of Qorānic verses or even Arabic quotes, Persians still prefer to use the basic scripts.

16. The chi-lin--hozhabr in Persian--was an import without any direct Persian equivalent, while the prototype of the phoenix was borrowed to represent the Iranian mythological bird known as the simorgh.  Chinese prototypes of the phoenix can be traced back to Zhou bronze vessels of the sixth and fifth centuries B.C.; see, for example, Treasures from the Shanghai Museum: 6000 Years of Chinese Art (San Francisco: Asian Art Museum of San Francisco, 1983), no. 40. 
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[CN]1

[CT]The Mongols

Anvari-ye Abivardi, a twelfth-century Persian poet and astrologer, once predicted a day of tempest and calamity of such magnitude that entire cities would be destroyed, leaving no survivors.  When that day came, the air would be so calm that a candle could be left to burn in the middle of the desert.  It is also said that when that day came, in the far distant land of Mongolia, Changiz Khān was born.


The name Changiz Khān is today still associated with brutal conquests and the seizure of vast territories.  At its zenith the Mongol empire included Russia and stretched from China to the Mediterranean coast.  By 1227, the date of Changiz Khān's death, the foundation of the largest land-based empire in the history of mankind had been laid.


Mongol forces invaded the Persian lands in 1219, following the massacre in 1218 of several hundred merchants, members of a Mongol trade delegation, at Otrār, a frontier post in the territories controlled by Soltān Mohammad-e Khārazmshāh which then included most of Iran and Transoxiana.  Changiz Khān sent envoys to seek reparation for the massacre, but the soltān ordered their beards removed and decapitated one of them.  Changiz Khān unleashed his troops, and the fate of the Khārazmshāh was sealed.


Two of Changiz's generals were ordered to pursue and capture the soltān, and Changiz Khān himself crossed the Syr Daryā in the summer of 1219 to begin the conquest of Transoxiana, accomplished by late autumn.  He advanced at the head of well-disciplined troops, estimated at two hundred thousand or more.
  The Mongol army was organized with enough logistical support to operate efficiently thousands of miles from its home base and to move rapidly over the most difficult terrain.  Campaigns were carried out based on careful reconnaissance and evaluation of the enemy's weaknesses, and massive manslaughter induced fear and sapped morale.  City after city was burned and looted, and inhabitants systematically massacred.  Gorgānaj, the capital of Khārazm, was flooded and destroyed.  Thousands of men and women were enslaved and the remainder killed.  In Marv, Changiz's son Tuloy reputedly butchered more than a hundred thousand people, sparing only eighty craftsmen.  The city of Neyshābur, the intellectual center of Khorāsān which had a population of a half million or more, was ravaged; no one is thought to have survived.  As later Persian historians would often remark, the Persian lands had never seen a calamity of such magnitude.


Changiz died in 1227, but the Mongols continued their westward expansion by invading Russian territories.  Where Charles X of Sweden, Napoleon, and Hitler were all to fail, Bātu Khān (r. 1227-55), Changiz's grandson, succeeded, invading Russia and establishing his capital at Sarāy on the banks of a tributary of the Volga.  It was in Sarāy that the dukes of Muscovy and other Russian principalities would come to pay tribute and kiss the stirrup of the khān on the occasion of the Persian feast of Nowruz.  In 1241 the Mongols had penetrated as far west as Poland and annihilated the cavalry of Duke Henry of Silesia, and the brilliant general Subedāy orchestrated the crushing defeat of Béla IV of Hungary in the same year.  Hungary was to be the base for an invasion of Europe, whose defense was weakened by the preoccupation of the German emperor Frederick II with his bitter animosity toward the papacy.  Only a miracle would save a divided and disorganized Europe from the devastating thrust of the Mongols. 


That unforeseen event was the premature death of the Great Khān Ogdāy (r. 1227-41), Changiz's successor, of excessive drinking on December 6, 1241.
  Learning of Ogdāy's death and fearing the election of his cousin and bitter enemy Guyuk as Great Khān, Bātu Khān decided to retreat to his base on the lower Volga.  According to the historian J. A. Boyle, "The political and scientific supremacy of the West might have been long delayed, and perhaps never achieved, but for the inebriety of a thirteenth-century Mongol khān who from his mud-walled capital in northeastern Asia ruled over the greater part of the Old World."


Guyuk died a few years later in 1248.  An alliance between Bātu Khān and the widow of Tuloy, the Nestorian Christian princess Sorqoqrani, established her son Mungkā (r. 1251-59) as the new Great Khān.  Mungkā moved swiftly to reorganize the administration and finances of the empire and to pacify the conquered territories.  He ordered expeditions against the Song in China, the Esmā`ilis of northern Iran, and the `Abbāsid caliph in Baghdad.  Mungkā's brother Qubilāy commanded the war against the Song, which dragged on until 1279, when China was finally conquered.


Mungkā delegated the western campaign to his younger brother Hulāgu (r. 1256-65).  Hulāgu's first mission was to dismantle the strongholds of the Esmā`ilis who, from their bases in the Alborz Mountains, had threatened the Muslim rulers since the end of the eleventh century.  The leader of the Esmā`ilis, Roknoddin-e Khor-Shāh (see cat. no. 24), surrendered in late 1256, although some Esmā`ili fortresses continued to resist the Mongols.  Nonetheless the order of the Esmā`ilis, which for more than two centuries had wielded enormous political power throughout the region, was exterminated.


Hulāgu's second mission was to capture Baghdad, the fabled center of the Muslim world for more than five centuries.  Thirty-seven descendants of `Abbās, an uncle of the Prophet Mohammad, had reigned there as caliph.  Baghdad capitulated in February 1258 and was plundered for a week.  Caliph al-Musta'sim, the last Commander of the Faithful, was put to death by order of Hulāgu, and the Muslim world fell into disarray.  Coins were now struck with Mungkā's name as overlord, for the legitimacy of the ruler no longer needed to be sanctioned by the caliph.  Instead the ruler had to be of Changizid blood, as required by the yāsā, the socio-political canon enunciated by Changiz and confirmed by the Great Khān.


The westward expansion was halted in 1260 at the historic battle of `Ayn-Jālut in Syria, the first major defeat the Mongols experienced, as the troops of Hulāgu, commanded by his general Kitā-Buqā, were stopped by the Mamluk Soltān Qoduz.
  Learning of the death of the Great Khān Mungkā in 1259, Hulāgu left a depleted army with Kitā-Buqā and moved to consolidate his position in the Persian lands.


The unity of the empire was shaken when disputes over the line of succession broke out within the house of Changiz.  Resolution came from military action rather than election by the council of the Changizid princes:  Qubilāy defeated his brother Arigh-bukā and assumed the throne as the Great Khān.  Within a year the capital was transferred to Beijing, which was renamed Khānbāleq (city of the khān).  


Hulāgu, who had supported Qubilāy in the war of succession, retained most of the Persian lands as his fiefdom and was named il-khān (khān subservient to the Great Khān).  Hulāgu's successors reigned as the Il-Khānid dynasty (1256-1353), acknowledging Qubilāy Khān as their overlord.  Upon the election of each new Il-Khānid leader, a seal of investiture was sent from Beijing for use as the official seal of the government (see cat. no. 9).  The Great Khān's resident ambassador at the Il-Khānid court held supreme authority in matters concerning the administration of the yāsā.  One such ambassador was the famous Pulād Zheng Xiang (d. 1312), who at the time of the Il-Khān Gaykhātu (r. 1291-95) was instrumental in introducing paper money (chāv) after the Chinese model (cha'o).  Conversely, numerous Persian and Persian-speaking individuals flocked toward China to seek fortune and fame.  Some entered the Mongol administration and rose to prominent positions.  Others engaged in trade and commerce, activities greatly encouraged by the Mongols.  Tradesmen and merchants traveled throughout the empire, and as the merchants were mostly Persian speaking, their language became the lingua franca of the trade route to China.


The Mongols were never truly assimilated into Chinese society.
  They were always considered by the Chinese as barbarians, and their last ruler, Toghān-Temur, was driven from China by the Mings.  The same fate awaited the Mongols in Russia, where they were finally defeated by Ivan III and gradually expelled.
  But in the Persian lands, the Mongols were to become Persianized and assimilated into the local population.


The process of acculturation in Iran began with the conversion of the Mongol rulers to the Muslim faith.  Since the time of Changiz, in accordance with the yāsā, religious tolerance had been a cornerstone of Mongol imperial policy.  The early Il-Khānids were mostly of Buddhist faith while some of their wives were Christian, and different Muslim factions attempted to sway the khāns to their own observances.  In June of 1295 Il-Khān Ghāzān (r. 1295-1304), upon the insistence of his general Amir Nowruz, proclaimed his conversion to Islam, and many of his officers followed.  Since then no non-Muslim has ruled over Iran.  (The religious vacillation of the Il-Khānids is perhaps best exemplified by the numerous changes of faith, and name, of Ghāzān's successor, Uljāytu (r. 1304-17, see cat. nos. 7, 8).  


With Ghāzān's reforms and rebuilding policies, the region began a return to prosperity.  Ghāzān was reputedly an intellectual with a great respect for history.  Under the directorship of his vizier Rashidoddin (1247-1318), compilation began of the Jāme`ottavārikh (Universal history), the first general history of the world.  Historians, calligraphers, and painters were gathered from all over the empire for this monumental task.  The royal library-workshop (ketābkhāné) organized in Tabriz would serve as a model for all later royal patrons in Iran with cultural ambitions.


The Jāme`ottavārikh of Rashidoddin was completed during the reign of Ghāzān's brother and successor, Uljāytu.  The workshops were also directed to produce copies of the Qorān, and examples of exceptional quality were executed during the reigns of Uljāytu and of his son and successor, Abu-Sa`id Bahādor Khān (r. 1316-35).  By this time the Persianization of the Il-Khānids was fully under way, as Abu-Sa`id himself was writing poetry in Persian (see pp. 00).  The stage was now set for the large-scale production of deluxe illustrated manuscripts of Persian epics and poetry, especially the Shāhnāmé (Book of kings), the Iranian national epic that mixes fact and fantasy in tales of the Persian kings and heroes of the pre-Islamic era.


At the death of Abu-Sa`id, the Il-Khānid empire disintegrated into smaller kingdoms, foremost among them the Jalāyerids, a Mongol dynasty that held sway in Baghdad and Tabriz.  Each of these kingdoms either would find a puppet khān of Changizid blood or claim affiliation with the house of Changiz.  Whatever the ruler's claim to legitimacy, the maintenance of a library-workshop and patronage of the arts of the book were now firmly established as signs of kingship.  The last of the Jalāyerids, Soltān Ahmad (r. 1382-1410), a great connoisseur and bibliophile, set an example with his cultural patronage that would be admired and emulated by his dynastic successors, the Teymurids and the Turkamans.

[SH1]PERSIANS IN CHINA

With the establishment of the Mongol Yuan dynasty in China, Qubilāy shifted the capital of the empire to Beijing, upon which merchants, traders, and administrators converged to offer their services.  Among the many foreigners seeking fame and fortune at the Yuan court was the celebrated Venetian traveler Marco Polo, along with his father and uncle.  But most foreigners were apparently Persians or Persian-speaking merchants and administrators, many of them tax collectors.  For example, in the time of the Great Khān Ogdāy (r. 1227-41) a certain merchant by the name of `Abdorrahmān was in charge of tax collection in northern China (he was finally deposed and executed by the order of the Great Khān Guyuk).
  In the newly conquered Yunan province, a descendant of a prominent family in Bokhārā, Sayyed-e Ajall Shamsoddin, was appointed governor, while Qubilāy's finance minister was the famous Ahmad-e Fanākati (Banākati);
 numerous other Persians also held lesser administrative posts.

Cat. No. 1. 

A MONGOL RIDER WITH ADMINISTRATOR

China, Yuan dynasty, 13th-14th century

Color on silk

34.3 x 45.3 cm

This painting on silk may be a fragment of a larger scroll that depicted several scenes in continuous narration.  In this section a Mongol rider, his rich garment indicating high rank, is accompanied by a man draped in a purple cloak, whose facial features are decidedly non-Chinese and appear to combine Persian and Central Asian characteristics, and who rides in front of the Mongol, suggesting superior rank.  The figure might represent one of the many Persian tax collectors who served the Mongol empire in China.  

[PP]Published:  Christie's, Nov. 30, 1988, lot 12

[SH1]POLITICAL HIERARCHY UNDER THE MONGOLS

The Mongol invasions, like the Arab invasion some six centuries earlier, destroyed the established order of the Persian political elite and created a new hierarchy, a transition illustrated by the evolution of coins struck under the Mongols.  Coins, tools of trade often carried to distant lands, have historically been instrumental in the propagation of political authority, and the names and formulas used on Mongol coins frequently reflect the political power struggles and shifting conceptions of rule  within the royal house, whose civil affairs were predominantly run by Persians.


Early on, the Mongols relied on contemporary Islamic prototypes for their coins.  Like the Arabs, who had retained the effigies of Sāsānian kings on their coinage and added Islamic formulas after their conquest of Iran, the Mongols added the name of Changiz to coins struck in the name of caliph an-Nāser (see cat. no. 2).


When Hulāgu and his successors established the Il-Khānid dynasty, Hulāgu's coins naturally bore the name of the ruling Great Khān Mungkā at the top, establishing that Hulāgu ruled as viceroy by the authority of the Great Khān (see cat. no. 3).  Later coins included only the word Qāān (khān), referring to the Great Khān Qubilāy without mentioning him by name.  The sovereignty of the Great Khān as overlord was to be explicitly stated on coinage:  the Persian formula World Emperor (Pādshāh-e `Ālam) reflected the Changizid belief that their dynasty was destined to conquer and rule the world (see cat. no. 4).  The practice of endowing these coins with the name of a Changizid puppet was as essential as it had once been in the Islamic world for warlords to legitimize their soltān status by using the name of the `Abbāsid caliph on their coins.  Long after the demise of the Il-Khānids, the yāsā still commanded enormous respect among the Turco-Mongol military elite, who commonly elevated puppet Changizid khāns to the throne and struck coins in their names.


With the adoption of Islam in 1295 as the official religion of the state by Ghāzān and his successors, and the weakening of Qubilāy's successors in China, the notion of the Great Khān as the supreme Mongol authority faded away.  The old Persian-Islamic notion of the soltān, ruling as the Zellollāh (Shadow of God on Earth), was revived to confirm the legitimacy of the rule of the house of Changiz.  Later coins were henceforth purely Islamic in their formulation (see cat. nos. 7, 8).


By the time of Uljāytu, the epithet World Emperor, previously reserved for the Great Khān, was used in reference to the il-khān by the contemporary historian-biographer Kāshāni.
  Although subservience to Beijing was no longer acknowledged, the kingdom of the Il-Khānids was still perceived as the "world empire" of Changiz, and Uljāytu is referred to by Kāshāni as Pādshāh-e Jahān, Soltān-e Jahān, and Soltān-e `Ālam, all three Islamic titles meaning World Emperor.  More frequently used than the others, the Persian epithet Pādshāh-e Islam (Emperor of Islam) was the formula devised to reflect the new religion of the Il-Khānids and to symbolically break the political link of their state with the Mongol world empire and place it firmly within the Islamic world.
 

Cat. No. 2. 

COIN OF CHANGIZ KHĀN

No mint name, probably Afghanistan, ca. 1225

Silver dirham, 3 g 

After Changiz's conquest of the Persian lands, new coins had to be issued in his name.  The prototype used was the coinage issued in the name of Soltān Mohammad-e Khārazmshāh, the ruler vanquished by Changiz Khān.  A curious marriage between the necessities of trade and the requirements of the new rulership was effected.  On the obverse the citation in the name of the ruling `Abbāsid caliph an-Nāser was maintained in order to keep the coin in trade with the rest of the Islamic lands.  On the reverse, however, the name and titles of the Khārazmshāh were replaced with a new, clearly Islamic formula, The Most Just Changiz Khān, reflecting the fact of Changiz's succession.  Changiz's name is not preceded with the title Soltān, which would signify a ruler of the Islamic faith and therefore subordination to the caliph; instead he is presented as a power in his own right.  The maintenance of the caliph's name in this instance might stem from a public Mongol respect for Muslim religious leaders.

Cat. No. 3. 

COIN OF HULĀGU

Iran, mint name and date illegible 

Gold dinar, 7.05 g

Persian-Arabic legends:  (obv.) "There is no god but God, Mohammad is his messenger"; (rev.) "The Great Qāān, Mungkā Qāān, Hulāgu Khān"
 

The Mongols throughout their empire maintained a policy of religious impartiality.  Islamic formulas on coins were primarily in consideration of trade necessities in a region with an overwhelmingly Islamic population.  Although Hulāgu maintained Buddhist affiliations and his wife was a staunch Nestorian Christian, the formula on the obverse of this coin is the standard Muslim profession of faith.

Cat. No. 4. 

COIN OF ABASH KHĀTUN

Minted in Shirāz, A.H. 673/1274 

Gold dinar, 9.86 g

Persian-Arabic legends:  (obv.) "There is no god but God, Mohammad is his messenger, Abash daughter of Sa`d"; (rev.) "Qāān, world emperor / the glorified il-khān, Abāqā Khān, may God make his kingdom eternal" 

At the time of the Mongol invasion, the Solghorids, known as the Atābaks, were the local rulers of Fārs province in southwestern Iran.  Recognizing the futility of resisting the invaders, they quickly accepted their suzerainty and agreed to pay them tribute.  Thus the province of Fārs and its capital, Shirāz, remained a prosperous economic center and avoided Mongol reprisals.  A distinguished Solghorid was the Atābak Abu-Bakr (r. 1231-60), patron of the celebrated poet Sa`di.
  Abu-Bakr's male successors reigned only briefly, until no other heirs remained but two granddaughters.  One of them, Abash Khātun, at the age of four, became the last Solghorid ruler of Fārs, with the prerogative to strike coins in her name.  She is believed to have been the first female ruler after the advent of Islam to officially reign in Persian territories.


Fearing for the security of the kingdom, Abash's mother Torkān arranged her marriage to Hulāgu's son Mungkā.
  Nonetheless, Mongol interference increased, and tax collectors were appointed to collect taxes directly for the Il-Khānids, which triggered a series of uprisings.  One general sent to quell the unrest was the powerful amir Sughunchāq who, after pacifying the southern coastal provinces, accompanied the fourteen-year-old Abash Khātun to the Il-Khān Abāqā's court about 1273.  This coin was probably struck upon Abash's return to Fārs to celebrate her visit to the il-khān; it might also indicate an attempt by the Solghorid Persian administrators to obtain, once again, the semi-independence of Fārs within the Mongol empire.


Eleven years later the Il-Khān Arghun ordered Abash's prosecution in relation to the killing of one of his tax collectors.  Her status as a Changizid princess by marriage saved her from death, but she was forced to pay a heavy fine.  Soon after, she died at the age of twenty-six.


This coin was struck in Shirāz where the design and script of coins were noted for their high aesthetic qualities.

Cat. No. 5. 

COIN OF ARGHUN

Minted in Tabriz, date illegible 

Gold dinar, 3.89 g

While the obverse contains the usual Islamic proclamation of faith, the reverse explains (in the Uyghur script) Arghun's right to strike coins:  "In the name of the Qāān, Arghun has struck [this coin]."  The last word is in Persian and gives the il-khān's name, Arghun.

Cat. No. 6. 

COIN OF GAYKHĀTU

Minted in Tabriz, dated A.H. 691/1291

Gold dinar, 4.32 g

Basically similar in design to cat. no. 5, the reverse mentions Il-Khān Gaykhātu by his Mongolian name Arinjin Turji (see cat. no. 9) in both Uyghur and Persian scripts.

Cat. No. 7. 

COIN OF ULJĀYTU

Minted in Shirāz, dated A.H. 705/1305 

Gold double-dinar, 8.26 g

Persian-Arabic legends:  (obv.) "There is no god but God, Mohammad is his messenger"; (rev.) "The great soltān, protector of the world and the religion, Khodābandé Mohammad, may God make his Kingdom eternal"  

Cat. No. 8. 

COIN OF ULJĀYTU

Minted in Shirāz, dated A.H. 714/1314

Gold double-dinar, 8.64 g

Persian-Arabic legends:  (obv.) "There is no god but God, Mohammad is his messenger, `Ali is the friend of God"; (rev.) "Struck during the reign of the lord, the exalted soltān, the master that curbs nations, protector of the world and the religion, Uljāytu Soltān Mohammad, may God make his kingdom eternal"

These two gold coins (cat. nos. 7, 8) reflect the Il-Khān Uljāytu's beliefs at two stages of his ever-changing religious affiliations.  The names of four caliphs appear on the contour of the earlier coin, displaying his affiliation to the Sunni faith.  The later one displays the proclamation of Shi`a faith, "`Ali is the friend of God," and records the names of the Twelve Imams.


Uljāytu was born in 1288 of a Buddhist father and Christian mother.  At birth he was given the Mongolian name Uljāy-Buqā (Auspicious Bull), for the drought-breaking rain that arrived at his birth, and the Persian name Kharbandé (literally, ass-slave or ass-herder), to protect him from the evil eye.
  His mother baptized him Nicholas, in honor of Pope Nicholas II, to whom his father, Arghun, had sent an embassy.


When his brother, the Il-Khān Ghāzān, converted to Islam in 1295, Uljāytu too became a Muslim.  Upon ascending the throne he was named Uljāytu Soltān (Auspicious Soltān) and was given the name Khodābandé (God's Slave) by Sunni Muslims.  The Shi`as continued to call him Kharbandé, a derogatory word in Persian.  As a Sunni Muslim he shifted his affiliation from one Sunni sect to another (from the Hanafis to the Shāfe`is), and finally, under the influence of the great Shi`a scholar Jamāloddin Motahhar-e Helli (1250-1325), he became a Shi`a.
  Before he died, under pressure from the majority Sunnis, he may have reverted to Sunnism.  

Cat. No. 9. 

FARMĀN OF THE IL-KHĀN GAYKHĀTU 

Northwest Iran, dated A.H. 692/1292

Ink on paper

88 x 27.5 cm

This farmān (decree) of a Mongol ruler of Persia with a Buddhist name, written in a Persianized Arabic script, half in Turkish, half in Persian, and affixed with a Chinese seal, exemplifies the heterogeneous nature of the multifaceted Persian culture.  It is the earliest known royal Il-Khānid farmān in Persian.
  The text, which sets out to protect the endowment of a Sufi hospice, reads as follows:

[EX][Arinjin Tu]rji has ordered

Shiktur, Āq-Buqā, Toghājār have vouched for

Ahmad-e Sāheb Divān has vouched for:
 


The tax collectors, principals, and government representatives of the district of Ardabil must know that the village of Mandeshin in the district of Lanjā
 has been endowed by the Great Amir Bāytmish Āqā to the hospice (zāvié)
 of Nosrat-e Faqiré to be prosperous and its revenue to be used to feed the dervishes and the hospice visitors.  We have learned that [the village] is in poor condition, and we have been asked to provide a written document, as a sign of further support, so that it can be rendered prosperous and be a blessing to our Everlasting (ruz-afzun) Government. 


This document has been written to exempt the endowed properties from tax collection and other levies, so that the village can be prosperous and its revenue be used to feed the dervishes and the hospice visitors, and blessed shall be our Everlasting Government . . . in early Jomādā II of the year 692 [June 1292], [written] in the royal camp of . . .


The Il-Khān Gaykhātu (r. 1291-95), grandson of Hulāgu, is named in this decree as Arinjin Turji, the name conferred on him by Buddhist priests.
  Gaykhātu had been elected il-khān at the death of his brother, the Il-Khān Arghun, after a power struggle with his cousin Bāydu and Arghun's son Ghāzān.  Nearly all historical sources agree that Gaykhātu was a feeble ruler indulging in wine, women, and boys.
  Real power rested with the Mongol amirs, and the most prominent among them was the triumvirate named in this decree:  Shiktur, Āq-Buqā, and Toghājār.  Shiktur was the doyen of the Mongol amirs.  Āq-Buqā, the head of the Jalāyerid clan, had assiduously strengthened his ties with the Il-Khānids first by marrying Arghun's daughter and then by marrying his own daughter to Gaykhātu,
 who appointed him as chief military commander (amirol-omarā) of the Il-Khānid forces.
  Toghājār, reputed to be a perfidious and treacherous amir, was a ringleader in the assassination of Arghun's vizier, Sa`doddowlé.  After being pardoned by Gaykhātu, he organized a rebellion that failed, but finally succeeded in engineering the demise of Gaykhātu, who was killed by Bāydu.  The unusual placement of the amirs' names next to the khān's discloses Gaykhātu's precarious position within the hierarchy of his own government.
 


A fifth name on the decree, Ahmad-e Sāheb Divān, refers to Sadroddin Ahmad-e Khāledi-ye Zanjāni, the vizier and sāheb divān (minister of finance).  He was entrusted with the royal āl-tamghā (red seal), and by order of Gaykhātu, all fiscal policies including privileges and benefits to Mongol princes and amirs required his approval;
 thus his signature is affixed on this decree.  As Mongol revenues came to depend less on looting and more on tax collection, the office of sāheb divān attained a status envied by all.  Invariably the sāheb divān was sent to the gallows or decapitated, his wealth confiscated; Sadroddin-e Zanjāni fared no better.


The āl-tamghā was a Chinese seal sent from Beijing by the il-khān's nominal overlord Qubilāy.  The seal, placed at the end of this document and also at the junction of its two sections, is different from those used by Gaykhātu's predecessors or successors on other documents of the same period.  It must have been the seal of investiture sent especially for Gaykhātu.


Despite the monumental building programs undertaken by the ruling family, the nomadic Mongols spent more time in their grazing pastures than in urbanized areas.  The khān's seat was the locus of power for the kingdom, and as he moved from one camp to another, either hunting or on campaign, the official capital of the empire moved with him.  Generals, officials, and ambassadors were received, and orders were issued from the current royal camp.  This decree, with the expression "at the encampment of (bé maqām-e)," was issued at the royal camp where the amirs, together with Sadroddin-e Zanjāni, must have been present.  


During Il-Khānid rule in Iran, tax collectors, marauding bands of Mongol warriors, and other government officials would roam the countryside seeking to extract money from the local gentry.  This decree was designed to protect from extortion the endowments of a certain hospice for dervishes.  The hospice's endowments consisted of the revenues of the village of Mandeshin, originally donated by the amir Bāytmish Āqā.  In the Jāme`ottavārikh of Rashidoddin, his name appears in 1291 among the amirs who came to pay their respects to Gaykhātu.


Another document bearing Bāytmish's name has come to light recently at the Ardabil Shrine near Tabriz and complements this one.
  It pertains to an endowment to Mandeshin for a hospice to be erected to accommodate travelers and dervishes.  In the document Bāytmish stated that his desire to erect such a hospice could be fulfilled when he encountered a pious dervish woman ("faqiré-ye zāhedé-ye `ābedé"), who was to reside in the hospice and preside over its affairs.  "Nosrat-e Faqiré" (literally, the poor woman Nosrat) in this decree most likely refers to the dervish woman for whom the hospice would be called, thus providing an explanation for the unusual act of naming a hospice after a woman.  A second document preserved at Ardabil was issued in the name of the Il-Khān Uljāytu and was meant to uphold the status of Mandeshin as an endowed property.
  That both of these documents are preserved at the Ardabil Shrine might indicate that the village of Mandeshin, and perhaps the hospice, were absorbed by the Safavid shrine and that related documents were brought there.


The decree presents certain interesting compositional features.  The first three lines use Turkish words and syntax, while the main text is in Persian.  Also in deference to important entities and personalities (Bāytmish Āqā, Everlasting), blank spaces were left within the text, and certain names written in the margin.  This practice was to continue up to early Safavid times.
  Stylistically the decree follows the Mongol practice of a short and concise text devoid of scribal platitudes.
  The script is in an elegant ta`liq, a cursive hand with many shorthand conventions making it difficult to read.  Primarily intended for the eyes of government officials, the intertwined words and characters of the ta`liq script prevented other words from being added later to alter a document's content.
  

[SH1]ILLUSTRATED PERSIAN MANUSCRIPTS

[SH2]An Inspiration from Mongol China

Ghāzān, the Mongol ruler of Il-Khānid Persia, is remembered for a series of reforms instituted during his reign.  He could speak several languages, including Persian and Mongolian, and could read Arabic and Chinese.
  By converting to Islam and promoting it at the expense of other religions, Ghāzān broke from the Mongol tradition of religious impartiality.  He nevertheless maintained his loyalty to Qubilāy Khān and considered his domain as part of the Mongol empire.  He had a keen interest in history, especially the dynastic history of the Mongols as recorded in the Āltun debter (Golden book).
  Ghāzān must have heard from the Great Khān's envoy and keeper of the Āltun debter, Pulād Zheng Xiang, that Qubilāy had been petitioned by a member of the Chinese academy to continue recording the histories of previous dynasties.  Qubilāy had ordered the compilation of the history of the Liao (907-1125) and Jin (1115-1234) dynasties and also of the early Mongols.  Ghāzān decided to embark on an even more ambitious project:  the Jāme`ottavārikh (Universal history).
  The capital of the Great Khān, Khānbāleq (Beijing), was the cultural model on which the Persian Mongol court fashioned itself, and Chinese handscroll paintings were among the sources for the illustrations of this great work, whose compilation took more than ten years and was completed about 1310.  Several copies, in both Persian and Arabic, were produced in the Tabriz library-atelier with the assistance of painters and historians from as far away as India and China.  


Il-Khānid interest in the production of illustrated manuscripts eventually focused on manuscripts of Persian epic poetry.  The Shāhnāmé (Book of kings), a compilation of Iran's epics and tales of its legendary kings and heroes, was a natural choice; the book included many subjects to suit Mongol taste: battle scenes (cat. no. 10b, 10c), hunting scenes (cat. no. 10a), and magical or fantastic events (cat. no. 11).  The recital of Shāhnāmé episodes might even have been favored during the drinking bouts enjoyed by the Mongols. 


Parts of the Shāhnāmé existed in an oral prose tradition long before the lifetime of the author Ferdowsi (941-1019).
  His written version, compiled in thirty thousand poetic couplets, became preeminent and gradually displaced other versions, although the stories of the Shāhnāmé persisted as part of the oral tradition until the Mongol period.  Today no illustrated Shāhnāmé manuscript exists from before about 1300, neither from a literary center such as Shirāz, which was spared the destruction of a Mongol invasion, nor even from the Saljuq soltāns of Anatolia (1077-1307), whose rulers were mostly named after Shāhnāmé kings and heroes and whose courts were centers of Persian culture.  Only two early copies from the thirteenth century have survived, and neither is illustrated, although a 1217 manuscript in the Biblioteca Nazionale Centrale di Firenze (Ms. Cl. 111.24 [G.F. 3]), the earliest existing Shāhnāmé, has several illuminated headings.
  


Although there might well have been earlier illustrated Shāhnāmés, they would appear to have been exceptions.
  Calligraphy had been esteemed for centuries in Persian lands, but there is no conclusive evidence that the concept of the royal library-atelier, where calligraphers and painters were brought together to create illustrated manuscripts, existed prior to Mongol times.  Influenced by the model of the Chinese imperial academies, the royal library-atelier seems to have been institutionalized in Mongol times, most probably in the reign of Il-Khān Ghāzān while the Jāme`ottavārikh was being assembled.  Subsequently the talents gathered for the compilation of its multiple copies were channeled into production of the Shāhnāmé, which would become the most popular text both among Turco-Mongol elite and Persians.


The Shāhnāmé includes stories of foreign kings who conquered Iran and who were subsequently immortalized as epic heroes.  Thus Alexander the Great, after conquering Iran and burning Persepolis in the fourth century B.C., became a legendary hero praised in the Shāhnāmé (see cat. nos. 27i, 132, 138).  A great part of the Shāhnāmé is devoted to wars between the Iranians and the Turānians (descendants of Fereydun's son Tur).  The conflict began when the emperor Fereydun divided his kingdom among his three sons, Salm, Tur, and Iraj.  Iran was given to the youngest, Iraj, while Salm received the western kingdom of Rum (Anatolia) and Tur the eastern kingdom, named after him as Turān.  Salm and Tur, jealous of their brother, murdered him, and thus began the conflict of Iran with its neighbors.  The stories of the Shāhnāmé reflect the historical conflicts of the region:  for more than ten centuries the Roman-Byzantine empire had fought with Iran on its western border (hence the name Rum for the western kingdom, the Persianized version of Rome), and on the eastern border, Persians had been assailed over the centuries by Turco-Mongol invaders from across the Oxus River. 


For Persian administrators (and especially the sāheb divān) striving to serve their new masters, the Shāhnāmé was most valuable in evoking an aura of legitimacy and acceptance for Mongol rule.  In the Persian context, a common heritage and kinship would be evoked if "Turkish" could be equated with Turānian, projecting an idea of reconciliation and unity between Iran and Turān, as set forth in the Shāhnāmé.  At the same time, the Shāhnāmé justified for the Persian administrator his service to an alien invader, who was portrayed in the stories more as a distant cousin than as a foreign conqueror.  Finally, the Shāhnāmé served to familiarize Mongol rulers with the virtues of past sovereigns of Iran.  Thus the poet Homām-e Tabrizi, in a eulogistic poem addressed to Ghāzān, wrote:

[PX]Recite the Chronicle of Past Kings (Shāhnāmé) by whom the world was conquered, like Jamshid, Fereydun, and Alexander, ennobled by justice, good fortune, and wisdom;

Like Kay-Khosrow, at the gate to whose court Rostam girded his loins as general;

Like Bahrām and like Noshirvān the Just,
 who caused ox and wolf to lie down together.

When you have learned of their careers, contemplate for a moment, if you have any sense,

Whether any of these kings can be compared in grandeur to the most magnificent Ghāzān Khān.

[SH2]The Early Shāhnāmés

The following four pages belong to a group of manuscripts commonly referred to as the "small Shāhnāmés."  A production date of circa 1300, probably at Baghdad and possibly under the patronage of Il-Khān Ghāzān,
 has been suggested on the basis of comparison of certain features (hairstyles, hats, representation of foliage, etc.) with manuscripts such as the Marzbānnāmé (Chronicles of Marzbān), dated 1299 and produced in Baghdad,
 and the 1341 Inju Shāhnāmé executed at Shirāz (cat. no. 14).


Stylistically these paintings display a formative stage of Persian manuscript painting in which a variety of influences were synthesized.  The underlying style can be characterized as Saljuq, whose painted ceramics of the twelfth and thirteenth centuries incorporated features of Central Asian iconography (moon-faced, slant-eyed seated princes, usually centrally located),
 into which Chinese elements were introduced as a result of Mongol affiliation with the Chinese court at Khānbāleq.


The angular Arabic scripts were not deemed particularly compatible with Persian poetry; a less rigid and more cursive script would emerge.  The calligraphy of the small Shāhnāmés is a loosened naskh that foreshadows the Persian nasta`liq script, whose canons would be laid down a century later by Mir-`Ali-ye Tabrizi and his pupil Ja`far-e Bāysonghori (see cat. no. 45).  A fifteenth-century document attributed to Ja`far gives an account of the evolution of naskh script toward nasta`liq:

[EX]It must be known that nasta`liq is derived from naskh.  Some Shirāzi [scribes] modified it [naskh] by taking out the flattened [letter] kāf and the straight bottom part of [the letters] sin, lām, nun; then brought in from the other scripts the curved sin and the stretched forms, and introduced variations in thickness of the line and a new script was created, to be named nasta`liq.  After a while the Tabrizi [scribes] modified what the Shirāzi [scribes] had created by gradually rendering it thinner and defining its canons.  Until such time that Khājé Amir `Ali-ye Tabrizi brought this script to perfection.

Cat. No. 10a-c.

THREE PAGES FROM THE FREER SHĀHNĀMÉ
Perhaps Baghdad, ca. 1300

Opaque watercolor, ink, and gold on paper é
Page 31 x 22 cm 

These pages come from a manuscript that is generally known as the Freer Shāhnāmé, as most of its pages are now in the collections of the Freer Gallery of Art, Washington, D.C. (24.26-29.45, 30.2-30.17).

[SAT]10a. Ardeshir Hunting with Ardavān

Illustration 10 x 11.5 cm

The young Ardeshir, son of Pāpāk, son of Sāsān, the future king and founder of the Sāsānian dynasty (A.D. 226-651), is depicted hunting in this scene with Ardavān, the last of the Pārthians (150 B.C.-A.D. 225).  Hunting, a favorite pastime of both Iranian and Mongol royalty, was frequently depicted in Shāhnāmé manuscripts of this period.

[PP]Provenance:  Binney collection

Published:  Robinson (Colnaghi), no. 7

[SAT]10b. Shāpur Battles with the Romans

Illustration 7.5 x 14.2 cm

The armor worn by the warriors is typical of the Mongol period; another favorite subject of the Mongols was the battle scene.  

[PP]Provenance:  Kevorkian collection

Published:  Sotheby's, April 21, 1980, lot 32

[SAT]10c. A Warrior Returning from the Battlefield

Illustration 7.5 x 17 cm

In the Shāhnāmé the villainous king of the Turānians is Afrāsiyāb, who had harbored in his kingdom the discontented heir to the throne of Iran, Siyāvosh.  Despite the conflicts between the two kingdoms, their dynasties were tied by blood to the house of Fereydun.  Siyāvosh was given Afrāsiyāb's daughter in marriage, whose son was Kay-Khosrow, grandson of both the kings of Turān and Iran.  Kay-Khosrow would eventually reunite the two countries when he defeated Afrāsiyāb.


This illustration lies within the section of the Shāhnāmé in which Kay-Khosrow battles with Afrāsiyāb.  The warrior has tied to the tail of his horse a second mount that carries a corpse.

[PP]Provenance:  Kevorkian collection

Published:  Sotheby's, April 3, 1978, lot 20

Cat. No. 11. 

AFRĀSIYĀB EMERGES FROM THE LAKE

Perhaps Baghdad, ca. 1300

From a Shāhnāmé

Opaque watercolor, ink, and gold on paper 

Text panel 15.5 x 12 cm, illustration 6 x 11.5 cm

Afrāsiyāb, defeated and pursued by the Iranian army, hides in a mountain cave but is captured by an ascetic living nearby.  He manages to escape, this time hiding in Lake Chichist (modern Rezā'iyyé in northwestern Iran).  To lure him out of the lake, the ascetic proposes a special torture for Afrāsiyāb's treacherous brother Garsivaz, who is sewn tightly into a wet cowhide that is left to shrink in the blazing sun.  The cries of his brother bring Afrāsiyāb to his enemies, who capture him as he emerges from the lake.  Present in the scene are Kay-Khosrow, his aging grandfather Kay-Kāvus, and the leader of the Iranian army, Gudarz.  Afrāsiyāb is then decapitated to avenge the death of Kay-Khosrow's father, Siyāvosh.


The extraordinary events recounted in this story were likely to appeal to the Mongols, given their shamanistic beliefs.  Other pages from this manuscript display a distinct Chinese influence, especially in the treatment of the landscape.
 

[PP]Provenance:  Binney collection

Published:  Robinson (Colnaghi), no. 8

[SH1]ABU-SA`ID BAHĀDOR KHĀN

[SH2]The Romantic Il-Khān 

The last of the great il-khāns of the house of Hulāgu to rule over the Persian lands was Abu-Sa`id Bahādor Khān (r. 1316-35 [but Uljāytu's death date given as 1317]), who succeeded his father, Uljāytu, at the age of thirteen.  On his deathbed, Uljāytu entrusted his young son to his general Amir Chupān.  Amir Chupān moved swiftly to execute the vizier Rashidoddin, who, with fourteen of his sons, had established a firm grip on the finances of the country.
  He then secured his rule over virtually the entire kingdom by appointing his own sons as governors of its provinces.  The Mongol clan of Amir Chupān thus effectively superseded the dominion of the Persian clan of Rashidoddin.


As the young Abu-Sa`id came of age, he fell in love with Amir Chupān's daughter, Baghdad Khātun, who was married to Amir Hasan Jalāyer, the future founder of the Jalāyerid dynasty.  According to Mongol custom, it was the khān's privilege to ask for any woman's hand in marriage; in the case of a married woman, the husband was forced to comply by divorcing her.   But perhaps anticipating Abu-Sa`id's request, Amir Chupān dispatched Baghdad Khātun and his son-in-law to the northwest region.  Irritated by Amir Chupān's autonomy and by Baghdad Khātun's departure, Abu-Sa`id seized on an intrusion into his harem by Amir Chupān's son Dameshq Khājé as a pretext for ordering his execution. 


Abu-Sa`id did not forget Baghdad Khātun.  He composed romantic poems,
 some in her name:  "Come to the Egypt of my heart to see the Damascus of my soul / For my heart yearns for the sweet air of Baghdad."
  Eventually he compelled Amir Hasan to divorce her so he could take her as his bride.


Dameshq Khājé's demise put an end to Chupānid hegemony.  Amir Chupān was himself strangled by the ruler of Herāt, a vassal of Abu-Sa`id.  The way now lay open for Khājé Ghiyāsoddin Mohammad (d. 1336), son of Rashidoddin, to claim the position of vizier.  His appointment was for Abu-Sa`id a natural one, for the two had much in common.  Ghiyāsoddin Mohammad was at the center of poetical and intellectual activity:  poets such as Salmān-e Sāvoji praised him; historians such as Mostowfi compiled historical texts in his name; the poet Khāju composed the Homāy-o Homāyun (Homāy and Homāyun) for him; books on theology and science were prepared under his patronage.
  The association of Abu-Sa`id and Ghiyāsoddin Mohammad not only invigorated intellectual pursuits at the Il-Khānid court but gave an impetus to the arts of the book as well.  In contrast to the monumental and stately Qorāns produced under Uljāytu, the finely scripted and superbly illuminated Qorāns of the Abu-Sa`id period are modest but of exquisite quality (cat. no. 12).  The magnificent Abu-Sa`id Shāhnāmé must also have been produced during this period (cat. no. 13).  

Cat. No. 12. 

PAGE FROM A QORĀN 

Calligraphy attributed to Arghun-e Kāmeli, illumination attributed to Sayfoddin-e Naqqāsh

Perhaps Baghdad, ca. 1330

Color, ink, and gold on paper

Page 37.5 x 27.5 cm

This page belongs to a Qorān fragment that has recently been attributed to the calligrapher Arghun-e Kāmeli and the illuminator Sayfoddin-e Naqqāsh.
  Nineteen other pages of the Qorān are in the Chester Beatty Library, Dublin (Ms. 1498).
  Arghun-e Kāmeli copied and signed four other known Qorāns, dated between 1329 and 1344, all very similar in style to this fragment.
  One of these, now in the Bayazit Library, Istanbul (8056), bears the signature of the illuminator Sayfoddin-e Naqqāsh.
  The other manuscripts are in Turkish institutions, which might indicate they were taken by Ottomans during one of their numerous sacks of Tabriz during the early sixteenth century or their annexation of Baghdad in 1534.  Arghun is known to have spent most of his life working in Baghdad.


Arghun belonged to the famous "group of six," pupils of the celebrated calligrapher Yāqut al-Mosta`sami (see cat. no. 189).  Both powerful and fluent, the rayhān script used by Arghun is in the style of Yāqut, and the ink maintains a high intensity of black throughout.  The paper is highly burnished, almost glossy.  The sura headings display elegant arabesques and color combinations, and the sectional marks in the margin are most distinctive in their precision, quality of gold, and balanced design.


Although not an imperial commission, the manuscript nonetheless combines beautiful, superb calligraphy with paper and illumination of the highest order.  Such a refined manuscript would have suited the taste of the vizier Khājé Ghiyāsoddin Mohammad, connoisseur and patron of the arts.  Stylistically this fragment can be situated between the manuscripts copied by Arghun dated 1329 and 1337, datable to about 1330.

[PP]Provenance:  Sir Robert Marling collection

Published:  The Unity of Islamic Art (Kent, England: Westerham Press, 1985), p. 37

Cat. No. 13. 

FEREYDUN QUESTIONS HIS MOTHER

Iran, ca. 1330

From the Abu-Sa`id Shāhnāmé
Color, ink, and gold on paper 

Text panel 40.5 x 29.5 cm, illustration 8 x 20 cm

This illustration is from the famed royal Shāhnāmé manuscript commonly referred to by the name of the early twentieth-century Parisian dealer, Demotte, who dismantled it.  A recent study of its dispersed pages has demonstrated that the illustrations often singled out episodes with parallels to contemporary events.
  The emphasis on Alexander, in terms of number of illustrations, also implies a political motivation on the part of the patron.  By focusing on Alexander, the Macedonian conqueror of Persia who was subsequently transformed into a legendary hero, Persian administrators serving the Mongol regime were given a justification for their collaboration with and glorification of foreign rulers. 


One such administrator was the noted patron Khājé Ghiyāsoddin Mohammad, whose family had eagerly served the Il-Khānids and reaped enormous financial benefits from their position.  Given the large size of its surviving sheets, and their fine calligraphy and illustration, the original manuscript must have been the product of royal patronage, and one might surmise that Ghiyāsoddin Mohammad commissioned or supervised its completion on behalf of the Il-Khān Abu-Sa`id.
  The parallels between some of the illustrations and events concerning Ghāzān, Uljāytu, Baghdad Khātun, and other figures closely related to Abu-Sa`id cannot be coincidental.


The scene illustrated here relates to an episode of the Shāhnāmé in which the sixteen-year-old Fereydun asks his mother about his origin, after which he sets out to vanquish the usurper Zahhāk.  The scene might also represent a contemporary allusion to the young Abu-Sa`id's decision to do away with the ambitious and threatening Amir Chupān.


A striking feature of this manuscript is the excellent quality of its calligraphy, an elegant naskh script that would have appealed to the sensibilities of a connoisseur like Abu-Sa`id, himself a fine calligrapher in both Arabic and Uyghur scripts.


This illustration was mutilated when the dealer split the page in two, probably to separate another painting on the reverse, but its strong design and vivid colors give a glimpse of the power and beauty of this once grand Shāhnāmé.

[PP]Provenance:  Binney collection

Published:  Robinson (Colnaghi), no. 6; O. Grabar and S. Blair, Epic Images and Contemporary History: The Illustrations of the Great Mongol Shahnama (Chicago: University of Chicago Press, 1980), p. 61

[SH1]POST IL-KHĀNID DYNASTIES

At the death in 1335 of Abu-Sa`id, who left no heirs, the Il-Khānid empire disintegrated into smaller kingdoms where various contenders elevated Changizid puppets while struggling to dislodge neighboring rivals.  The Injus (ca. 1325-56), Mozaffarids (1314-93), and Jalāyerids (1336-1432) all competed for hegemony over one another's territories as they sought supremacy over the old empire.  

[SH2]The Injus 

The semi-independent status of the province of Fārs under the Mongols was abrogated in the late thirteenth century during the reign of Abash Khātun (see cat. no. 4) when Fārs was fiscally integrated into the Il-Khānid empire.  When Abash Khātun died, the state lands of her forefathers became the property of the il-khān.  The il-khān's properties, known by the Mongolian term inju, kept swelling by expropriations from the gentry, tax collectors, and occasionally viziers.  "Inju" also became a term of address for the administrator of the inju lands, who in the early fourteenth century in Fārs was Sharafoddin Mahmud Shāh-e Inju (r. 1303-36).  By 1325, in addition to his position as Inju, he was appointed governor of Fārs and gradually increased his fiscal authority to Esfahān and Kermān, provinces among the richest of the Il-Khānid empire.  Sharafoddin Mahmud and his son and successor Jalāloddin Mas`ud Shāh (r. 1336-42) had difficulty maintaining control over their domain, as various Mongol warlords continually sought to dislodge them.  After Abu-Sa`id's death, the contest between the Injus and the Il-Khānid surrogates continued until the youngest brother of Mas`ud Shāh, Shāh Shaykh Abu-Eshāq, finally established his uncontested rule in Shirāz in 1344.


Shāh Shaykh Abu-Eshāq-e Inju (r. 1344-56), named after the celebrated mystic Shaykh Abu-Eshāq-e Kāzeruni (see cat. no. 28), was a man of high intellectual and literary abilities whose generosity had attracted poetical talents including the celebrated Hāfez (d. 1390) and Khāju-ye Kermāni (1290-1352).  Under Abu-Eshāq, Shirāz became a center of artistic activity, in which patronage was pursued not only by Abu-Eshāq but also by his mother, Tāshi Khātun, and his famous vizier, Hāji Qavāmoddin Hasan (see below).

Cat. No. 14. 

NOSHIRAVAN ENTHRONED

Shirāz, dated A.H. 741/1341

From a Shāhnāmé copied for Hāji Qavāmoddin Hasan

Opaque watercolor and ink on paper

Text panel 28.5 x 24 cm, illustration 10.5 x 24 cm

In the colophon of this dispersed Shāhnāmé manuscript, now preserved in the Arthur M. Sackler Gallery, Washington, D.C. (ex-Vever collection), the calligrapher is named as Hasan son of Mohammad son of `Ali, of Hosayni descent, originally from Mosul.
  The colophon states that the manuscript was made for the "honorable minister, grand vizier of glorious Fārs . . . glory of the pilgrims to the house of God," Hāji Qavāmoddin Hasan.  In 1341 Jalāloddin Mas`ud Shāh was ruling in Shirāz, and Qavāmoddin Hasan was his grand vizier.  He continued to hold this position under Shāh Shaykh Abu-Eshāq, who increasingly relied on him to manage affairs of state.  When the Mozaffarid Mobārezoddin Mohammad besieged Shirāz in 1353, the vizier was asked by a nervous Shāh Shaykh Abu-Eshāq to express his opinion on the outcome of the attack.  Qavāmoddin Hasan reportedly replied: "You should not fear anything while I still live," and true enough, the city held while the vizier was alive.
  When he died in 1353, the beleaguered Shāh Shaykh Abu-Eshāq fled to Esfahān, and Shirāz fell under Mozaffarid rule.


Stylistically the paintings of this manuscript are provincial and crude compared to earlier Il-Khānid Shāhnāmé manuscripts of Tabriz or Baghdad (see cat. nos. 10a-c, 11).  The calligraphy, however, has moved decidedly closer to the nasta`liq script, which, according to the celebrated Ja`far-e Bāysonghori, was initially developed by Shirāzi scribes.

[PP]Provenance: Binney collection

Published:  Robinson (Colnaghi), no. 9

Cat. No. 15. 

QORĀN PAGE

Probably Shirāz, mid-14th century

Mohaqqaq in 3 lines, naskh in 2 double lines 

Ink and gold on paper

Text panel 42 x 26 cm

This distinctive Qorān page, although damaged, presents certain stylistic similarities to a Qorān commissioned by Tāshi Khātun and endowed to the shrine of Ahmad b. Musā b. Ja`fer in Shirāz.
  

[SH2]Three Episodes in the History of the Mozaffarids

The Mozaffarids were the descendants of Amir Ghiyāsoddin Hāji who, fleeing the Mongol invasions, had moved from Khorāsān to the province of Yazd and entered the service of the Atābaks, descendants of the Kākuyid dynasty.
  One of Ghiyāsoddin's grandsons, Sharafoddin Mozaffar, was appointed ruler of the city of Meybod by the Atābak Yusof Shāh.  When a Mongol amir arrived, sent by Il-Khān Arghun to collect tax arrears, Yusof Shāh killed him and then fled, taking the family of the murdered amir with him as hostages.  Rather than tie his fortune to that of the renegade, Sharafoddin freed the amir's family and gained the favor of Arghun, who appointed him as yāsāvul (official in charge of the gendarmerie and safe passage) of the Yazd region.  At his death, his son Mobārezoddin Mohammad was confirmed in the same position by the Il-Khān Abu-Sa`id.  In 1318, with the tacit approval of Abu-Sa`id, Mobārezoddin attacked the last ruling Atābak in Yazd and replaced him as governor of that city.  In so doing, the three-century rule of the Kākuyids in Yazd came to an abrupt end.  


In the central and southern provinces of Iran the Mozaffarids were pitted against the Injus (see above).  At first Shāh Shaykh Abu-Eshāq-e Inju, firmly established in Shirāz and Esfahān, maintained the upper hand and relentlessly attacked Mobārezoddin Mohammad in Yazd and Kermān.  Although at one point Mobārezoddin Mohammad may have been forced to acknowledge Abu-Eshāq's suzerainty by striking coins in his name, he defeated him in Shirāz and in Esfahān, establishing himself as the uncontested ruler of central Iran.
  The capital was moved in 1353 from Yazd to Shirāz, where the poet Hāfez lamented the religious bigotry of Mobārezoddin Mohammad.  His reputed tyranny and intolerance induced fear even in his own sons, who captured and blinded him.  He died in captivity five years later.


Of the sons, the elder, Shāh Shojā` (r. 1364-84), established himself as ruler of Shirāz; Esfahān was given to his brother Shāh Mahmud (r. 1358-64), and Kermān was given to another brother, Soltān Ahmad (r. 1382-1410).  A fourth brother, Soltān Yahyā, was briefly imprisoned.  Shāh Shojā` and Shāh Mahmud became relentless antagonists, and the other brothers shifted their allegiance and support from one to the other as their fortunes rose and fell.  Meanwhile, the Jalāyerid Shaykh Oveys (r. 1356-74) had conquered Tabriz and was perceived as heir to the remnants of Mongol legitimacy.  Shāh Mahmud succeeded in securing Oveys's support to attack Shāh Shojā` (see below). 

Cat. No. 16. 

COIN COMMEMORATING THE CONQUEST OF SHIRĀZ BY SHĀH MAHMUD

Minted in Shirāz, A.H. 766/1364

Silver dirham

Legends:  (obv.) "God, There is no god but God, Mohammad is his messenger, Mahmud," four caliphs' names on contour; (rev.) "The one who believes in the merciful lord, Shaykh Oveys Bahādor, may God make his kingdom eternal; minted in Shirāz"

Shāh Shojā`, learning of his brother's imminent attack on Shirāz, tried to dissuade him by writing the following poem: 

[PX]Write to Mahmud: My dear one, you have inflicted a wound upon your own family.

Let me not see Mahmud coming to battle.
  Let me not see your sword and mine clashing.

Imagine, prince of renown, if we two were friends:

Who, having learned our extent, would be able to array his ranks before us?

If Oveys attacks us, isn't he gambling his own head?

Learn from Ferdowsi of pure religion.  See what he says in this regard:

"If two brothers support each other, a mountain would seem no more than a handful of dust."


The ensuing correspondence among the two brothers and Shaykh Oveys (through the intermediary of his court poet Salmān-e Sāvoji), all in verse, is a tribute to the intellect and sophistication of these princes.
  Shāh Shojā`'s pleas came to naught, for his brother was not only driven by insatiable ambition but was also encouraged by his wife, Khān Soltān, a niece of Abu-Eshāq who despised the Mozaffarid rule over her ancestral fiefdom of Shirāz.


Shāh Shojā` was forced to evacuate Shirāz after eleven months of siege by his brother and the Jalāyerid Oveys.  Shāh Mahmud finally entered the city, but his reliance on the Jalāyerid forces was not without a price:  Shāh Mahmud was to acknowledge Oveys's suzerainty by citing his name in the Friday sermon (khotbé), striking coins in his name in Shirāz, and paying tribute.
  Salmān eulogized this victory in a poem, saying that "the capture of [the province of] Fārs till the Strait of Hormoz was achieved in the year 765."
  Modern historians have accepted this date for the fall of Shirāz, although the historian Fasihi-ye Khāfi (b. 1375) cites the capture of Shirāz and the ensuing events under the heading "year 766," a date consistent with the reconstruction of events from contemporary chronicles.
 


This coin's mint date, A.H. 766/1364, adds credibility to Fasihi's contention, as coins were probably struck shortly after the victory.  The harsh conduct of the Jalāyerid troops enraged the Shirāzis, who rebelled against the usurpers and forced Shāh Mahmud and his allies to evacuate Shirāz in A.H. 767/1366, less than two years after their conquest.  Such a tense atmosphere was hardly conducive to the minting of new issues in the name of the hated Jalāyerids, and the A.H. 766 issue is probably the only one struck in the name of Oveys in Shirāz.  As for the poem of Salmān, its emphasis is on the province of Fārs rather than the city of Shirāz.  Salmān may have simply alluded to the arrival of troops in Fārs and not taken the duration of the siege of Shirāz into account.  

Cat. No. 17. 

MIRROR FOR SHĀH SHOJĀ`

Probably Esfahān, dated A.H. 777/1375

Incised bronze

Diam. 20.5 cm

Despite Shāh Shojā`'s triumphal return to Shirāz in 1366, the struggle between the two brothers was not resolved.  Both strove to establish an alliance with Shaykh Oveys by marriage.  Shāh Mahmud moved first and obtained the hand of Oveys's daughter.  The marriage aroused the jealousy of his other wife Khān Soltān, who secretly invited Shāh Shojā` to attack her husband.  The animosities remained unresolved until 1374, when Shāh Shojā` saw three of his most determined foes die:  the rebel governor of Kermān, Pahlavān Asad-e Khorāsāni, was killed, allowing Shāh Shojā` to retake the province; Shaykh Oveys died in Tabriz at age thirty-eight; and four months later Shāh Mahmud died in Esfahān without a direct descendant.


Shaykh Oveys son of Shāh Shojā` succeeded his uncle Shāh Mahmud, with whom he had sided against his father.  When Shāh Shojā` marched on Esfahān, the son repented, and the city fell at last into Shojā`'s hands.  Having once made the error of letting his brother Mahmud govern Esfahān, Shāh Shojā` this time took no chances:  a few days later his son had a fatal accident.  Left without a contender within his domain, Shāh Shojā` prepared to invade Tabriz, where the young and feeble Soltān Hosayn-e Jalāyer (r. 1374-82) had succeeded his father Oveys.  He was no match for Shāh Shojā`, who entered the city in 1375. 


This mirror was probably made in Esfahān as Shāh Shojā` was contemplating the invasion of Tabriz.
  The back is covered with talismanic formulas, presumably to assure success in his quest to capture the prestigious former capital of the Il-Khānids. 


The inscription on the rim of the mirror's face begins with Qorānic verses evoking God's might (sura 67, Kingdom), and then reads:  "For his highness, the exalted soltān, the master that curbs nations, lord of the kings of the Arabs and the Persians, shadow of God on earth and champion of sea and land, the [God] obeying and obeyed Soltān Shāh Shojā`, may God make his kingdom eternal; dated: in the month of Moharram of the year 777."  The formulation of these titles clearly projects Shāh Shojā`'s newly achieved authority.  The choice of a mirror to present this formulation is perhaps due to the narcissistic tendencies of Shāh Shojā`.
 
The engraving on the back of the mirror is complicated and partly indecipherable.  It is organized in concentric bands filled with a mixture of numerals and words.  Proceeding from the circumference to the center, the first ring is engraved with numbers, followed by a string of adjoining circles containing illegible words that can be interpreted by their equivalent numeric values in the abjad system.
  Next comes a ring of inscriptions that continues on a second ring (between which the twelve signs of the zodiac are engraved, each separated by a square table filled with numbers), finally ending in an octagonal star in the center.  The inscriptions begin by invoking God's name as well as the Prophet Mohammad's, interjected with Qorānic verses in their praise (such as sura 9, aya 33), and conclude with a prayer that begs God in the name of the Prophet, his progeny, and his companions for protection from the evil of all those who engage in perfidy (ghadr), deceit (makr), and deception (keyd), the very evils that the Mozaffarids constantly faced from each other and from their generals.

Cat. No. 18. 

SAHIH OF AL-BOKHĀRI 

Copied by Sāyen Māshāzé al-Esfahāni for the vizier Qotboddin Soleymānshāh 

Shirāz, dated A.H. 758-60/1357-58 

4 volumes of 210, 153, 210, and 193 folios respectively Naskh in 33 lines per page, colophons in reqā`

Ink and gold on paper

Page 32 x 24.7 cm, text 24.4 x 17.8 cm

Islamic law rests on two pillars, the Qorān and the hadith, the sayings and acts of the Prophet Mohammad.  Over the course of centuries, the number of hadith grew; many were clearly inventions meant to suit the purposes of their creators.  In the quest to establish the "truthfulness" of the hadith, the credibility of the chain of transmission was considered essential.  A learned scholar from Bokhārā, Abu-`Abdollāh son of Esmā`il (d. 870), known as al-Bokhāri, is usually credited with having compiled one of the most reliable compendiums of hadith, referred to as the Sahih of Bokhāri.  The Sahih became an essential reference for the qāzis (doctors of jurisprudence) and men of higher administrative positions such as viziers.  The present set of manuscripts of the Sahih was copied for Qotboddin Soleymānshāh, a Mozaffarid vizier who had strengthened his ties with the dynasty by marrying one of its princesses.


Each volume, except the first, where it is missing, begins with an illuminated shamsé (roundel) set between two illuminated rectangles announcing the volume number of the "book of Sahih compiled by Imam Abu `Abdollāh son of Esmā`il al-Bokhāri."  The roundels bear a dedicatory inscription to the vizier:

[EX]This sumptuous manuscript was copied for the lofty treasury of the exalted sāheb, the minister of all Persian viziers, the organizer of tasks, the manager of the people's success, the best accountant among the senior ranking officials and governors, the superior man [whose existence] is of crucial importance to others, the pole of the earth and of religion, the crown of Islam and the support of the soltāns, Soleymānshāh, may God strengthen his partisans.  Written by Sāyen Māshāzé.


The strange and elaborate inscriptions in the opening roundels characterize the vizier Qotboddin Soleymānshāh primarily as a sāheb divān and eulogize his accounting capabilities.  The sāheb divān and the viziers usually remained in their administrative posts with a change of soltān or even dynasty; hence they were the "support of the soltāns."  When Shāh Shojā` recaptured Shirāz from his brother Shāh Mahmud in 1366, the vizier Qotboddin Soleymānshāh was reconfirmed in his functions.
  A year later, however, the vizier was imprisoned and his son Amir Ghiyāsoddin Mahmud, despite his Mozaffarid mother, was blinded.  Qotboddin subsequently escaped from prison and offered his services to Shāh Mahmud.


The colophon of the first volume reads:  "The first quarter of the book of the Sahih of al-Bokhāri was finished on this Friday, the sixth of Zol-qa`dé of the year 758 [November 1357], in the capital city of Shirāz.  Written by the least of God's slaves, Sāyen Māshāzé, may God forgive him."


In 1357 Mobārezoddin Mohammad, Shāh Shojā`'s father, was still in power, and most likely the vizier had first been in his services.  The other colophons give three other dates of completion--"Rabi` I of 759 [February 1358]," "Jomādā I of the year 758 [May 1357]," "the third of Moharram of the year 760 [December 6, 1358]"--which indicate that the chronological order of completion differed from the first order of the volumes.  It is interesting to note that although Mobārezoddin Mohammad was blinded and imprisoned by his sons in February 1358, manuscript production for the vizier continued.  The information contained in the last colophon gives the full name of the otherwise unknown calligrapher as Sāyen Māshāzé al-Esfahāni.
  The first name is unusual, and the second has no readily understood meaning. 


A round seal on the margin of the third colophon marks the passage of this manuscript to Ottoman Turkey.  It states that the manuscript was endowed by a certain Ottoman "Mostafā Pāshā al-Atiq . . . to his madrasé, to obtain God's satisfaction, 1022 [1613]."  Another inscription, dated A.H. 1266/1850, is repeated over several pages and states that the text was consulted by (estas-habaho) the Sufi dervish Hāj Mohammad Sufi as-Sonboli, a resident (khādem) at the Sufi gathering place (takié) of his shaykh, Hāj Owhadoddin.

[PP]Published:  Christie's, April 24, 1990, lot 161

[SH2]The Jalāyerids

The Jalāyerids (1336-1432) were the descendants of the Mongol warlord Ilkā Noyan, a general of Hulāgu (r. 1256-65), and of Ilkā's son Āq-Buqā, a leading amir during the reign of the Il-Khān Gaykhātu (see cat. no. 9).
  Āq-Buqā's grandson Shaykh Hasan-e Bozorg (r. 1340-56), grandson of the Il-Khān Arghun through his mother, Oljatāy,
 was one of the many contenders in the fight over succession following Abu-Sa`id's death.  With Changizid blood in his veins, his prestige among the Turco-Mongols was such that in 1340 he dethroned his Changizid puppet Jahān-Teymur and felt no need to replace him.


Shaykh Hasan died in 1356, and his son Shaykh Oveys (r. 1356-74) succeeded him in his capital of Baghdad.  The most eminent prince of the Jalāyerids, Shaykh Oveys is remembered not only for his military achievements but also for his lavish patronage of the arts and literature, which his son Soltān Ahmad (r. 1382-1410) continued, setting aesthetic standards for their successors, the Teymurids. 

Cat. No. 19. 

PAGE FROM A MANUSCRIPT OF SELECTIONS OF THE QORĀN 

Signed by Abu-Mohammad `Abdol-Qayyum son of Mohammad, son of Karamshāh-e Tabrizi

Probably Baghdad, ca. 1370

Mohaqqaq in 5 lines per page

Opaque watercolor, ink, and gold on paper 

Page 43.5 x 33 cm, text panel 35.7 x 25.5 cm

The manuscript to which this page once belonged was a selection of suras, not a complete Qorān.
  The beautiful illuminated heading is inscribed with the title of sura 18 (Cave), while the preceding verses are from the end of sura 6 (Cow).  


The script is a superb mohaqqaq outlined in gold.  The elegant power of this script and the precise consistency of the gold outlining are most remarkable.  The colophon page of the manuscript bears the signature of the scribe in the medallion on the margin:  "Copied by the weak slave who implores the Lord's mercy, Abu-Mohammad `Abdol-Qayyum, son of Mohammad, son of Karamshāh-e Tabrizi."  As the epithet Tabrizi (from Tabriz) appears in the signature, it is likely, but not certain, that the manuscript was copied in a city other than Tabriz.  Stylistically it is closer to Il-Khānid examples than to later Teymurid Qorāns (see cat. no. 20a, 20b).  The highly distinctive black and gray palmettes that appear on the besmellāh (invocation) as well as the colophon are very reminiscent of examples of Il-Khānid illumination,
 although they are more elaborate.  Considering the imperial quality of the manuscript, its execution at Baghdad under the patronage of Shaykh Oveys is likely.

[PP]Published:  Islamic Calligraphy (Geneva: Musée d'Art et d'Histoire, 1988), no. 23b 

chap2.txt

[CN]2

[CT]Teymur

[GT]Nearly two centuries after the conquests of Changiz Khān, the Persian lands succumbed to the devastating raids of yet another Turco-Mongol conqueror, Teymur-e Lang (Teymur the Lame), as he was called in Persian, or Tamerlane, as he was known in the West.
  Teymur (1336-1405) was forced to assert his authority among the Turco-Mongol military classes without the requisite claim of descent from Changiz Khān.  During his lifetime Changiz had codified the yāsā, a set of social and political laws, which was rigorously observed by Turco-Mongol tribes who joined the Mongol armies as they spread westward.  A central tenet of the yāsā was that the ruling khān be a Changizid prince of male descent.
  From the time of the Mongol invasions, no khān unable to make such claim had ruled in the ulus (nation) of Chaghatāy, where Teymur was born.


By the late thirteenth century Turco-Mongol tribes in the western part of the Chaghatāy ulus (mainly Transoxiana) had been gradually Islamized, and they began to rely on another set of laws, the Islamic shari`at.  The shari`at, however, hardly displaced adherence to the yāsā; the ruling Turco-Mongols and their followers clearly looked to Changizid laws in most matters of court custom, military tradition, and political hierarchy.
  

[SH1]THE ILLEGITIMATE WORLD CONQUEROR

[GT]It was within this framework that Teymur, a member of the small tribe known as the Barlās, sought control.  By the time of his death in 1405, he had established his dominion over Transoxiana, subjugated Iran, invaded India and sacked Delhi, defeated Toqtamish Khān of the Golden Horde in southern Russia, conquered Aleppo, and in 1402 swept into Anatolia, defeating and capturing Soltān Bāyazid I in a devastating blow to the nascent Ottoman empire.  Teymur was in the midst of a campaign to invade Ming China when he died at the age of seventy at Otrār.  In terms of sheer territory, he subjugated perhaps as much land as Changiz, yet he failed to secure the foundations of a lasting empire.  The Mongol pursuit of world dominion, while primarily driven by the lure of power and riches, was fueled by a belief in a divinely ordained Mongol world empire guided by the tenets of the yāsā, a task believed to be set by the will of the god Tengri, the Eternal Heaven.
  Teymur did not offer a new socio-political system governed by canonical law.  Making the most of both the yāsā and the shari`at, he wielded his sword in the name of Islam yet relied on the nomadic Turco-Mongols for his military power. 


Despite his victories, Teymur was continually hampered in his imperial ambitions by his lack of Changizid blood.  To gain legitimacy among his Turco-Mongol followers and rivals, he married a Changizid princess and thus acquired the title gurkān, or son-in-law (to the Changizids).
  To  further solidify his position, he established puppet Changizid princes ("shadow" khāns) as nominal lords and ruled in their names.  A century later, the historian and Turco-Mongol prince Mohammad-Haydar Dughlāt (1499-1551), author of the Tārikh-e Rashidi (Rashidi chronicles), gave the following account:

[EX]

In Amir Timur's first expedition, his generals would not obey him as they should have done.  Now if he had ordered them all to be put to death, he would have weakened his own power.  The generals said to him: "You should appoint a Khān, whom we must obey."  So Amir Timur appointed Suyurghātmish Khān over them, and the generals submitted to the Khān.  All firmans were issued in the Khān's name, but Amir Timur kept careful watch over him.  After his death, his son Sultan Mahmud Khān was appointed in his stead.

[GT]
The names of the puppet princes were struck on coins and recited in the Friday sermon (khotbé).  When Soltān Mahmud Khān died, Teymur did not bother installing another shadow khān but simply continued to issue coins in Mahmud's name.


In later years, historians and panegyrists introduced various justifications for Teymur's right to rule.  One theory postulated that a "renewer" of the Islamic faith would be born on the dawn of each century of the Islamic era, and that Teymur was the eighth.  Teymur was also supposedly a Sāheb Qerān (Lord of the Fortunate Conjunction), an epithet referring to the conjunction of two auspicious stars within one constellation, a sign of good fortune that was interpreted as celestial predestination for Teymur's victories.


Whatever good fortune Teymur possessed, his rise to power rested firmly on a series of carefully maintained alliances with other Turco-Mongols chieftains who adhered to the yāsā.  To follow Teymur in his sacks and plundering was natural enough for nomadic raiders, but to accept him as the supreme khān was a different matter.  To keep his following, Teymur had to maintain a steady stream of war booty, and he consequently planned one campaign after another, with each success adding to his growing mystique and authority.  A brilliant military tactician, Teymur used ruse and terror to undermine an enemy's will and preferred to negotiate surrender terms rather than wage a lengthy siege.  A ransom, the māl-e amāni, would be demanded, and if paid, the city was spared.  The properties of those who had fled were confiscated for Teymur under the guise of a tax called māl-e ghāyebi, or tax on the absent.
  Cities that resisted his overtures were savagely devastated.  Inhabitants were massacred and their skulls piled in horrendous towers before the city gates.


To appease much of the religious hierarchy, Teymur usually spared members of the religious community and sayyeds (descendants of the Prophet), and if a ransom or levies and taxes were due, religious clans were exempted.  These concessions had the effect of swelling both the ranks and the coffers of the religious community relative to the rest of the population.  Such policies had important consequences for years to come in the development and consolidation of the Islamic clergy and Sufi orders as a political force. 


If in the eyes of the Turco-Mongols Teymur was simply an amir or warlord, and not a khān, to others, especially ambitious Persian administrators, poets, and scholars, he was a conqueror whose numerous victories could be emphasized as signs of a divine blessing:  the farr-e izadi (khvarenah), the Divine Glory.  To satisfy his ambitions and legitimize his de facto kingship, Teymur embarked on a series of architectural projects more grandiose than any undertaken by his Il-Khānid predecessors.  Teymur gathered during his campaigns the most renowned artisans and skilled craftsmen from cultural and artistic centers such as Shirāz, Baghdad, Tabriz, and Kāshān, and sent them to his capital at Samarkand.  There he erected a citadel called Gok Sarāy, the Blue Palace (now destroyed), and a great Friday mosque of gigantic proportions.  In that mosque was placed a giant Qorān, believed to be one of the largest and most majestic ever produced (see cat. no. 20).


Teymur did not emulate the Il-Khānids and their Jalāyerid successors in the establishment of a royal library-atelier for the production of illustrated manuscripts.  The last of the Jalāyerids, Soltān Ahmad (r. 1382-1410), was more a gurkān than Teymur could ever hope to be, as his ancestors (Āq-Buqā, Amir Hosayn) had married into the Il-Khānids and were considered gurkāns to the house of Hulāgu.  Ahmad looked upon Teymur as a parvenu; in reply to Teymur's summons to his court, Ahmad asked, "How dare the lowly Teymur make demands on this pure-blooded soltān?"
  A poet and a refined bibliophile, Soltān Ahmad had assembled in his library-atelier a number of talented painters and calligraphers who produced Persian manuscripts considered among the finest ever made in the Islamic world.
  The canons of the nasta`liq script were apparently laid down during his reign and adopted thereafter for the copying of most literary manuscripts.
  Teymur, however, reputed to have been illiterate, is not known to have sponsored a library-atelier.  That task fell to the Teymurid princes, the mirzās, a word that would become synonymous in Persian with "learned."  Highly educated and culturally adept, these descendants of Teymur patronized a number of library-ateliers that created truly extraordinary manuscripts.


Among the Teymurids, the princes of the house of Shāhrokh were outstanding in their support of the arts.  Shāhrokh (r. 1405-47), the youngest of Teymur's sons, was initially his father's governor in Khorāsān and, although not favored by Teymur as his heir, succeeded as the ruling Teymurid four years after Teymur's death.  Upon his ascension he transferred the capital from Samarkand to Herāt, in the heartland of Khorāsān, and consolidated his position by naming his sons as governors of strategic cities throughout the empire.  The eldest, Ologh Beyg (1394-1449), was appointed to Samarkand, where he later established an important observatory and compiled the famous astronomical tables known as Zij-e gurkāni (Gurkānid ephemeris; see cat. no. 25).  Shāhrokh's third son, Bāysonghor (1397-1434), remained in Herāt where he assembled his library-atelier, which, directed by the calligrapher Ja`far-e Tabrizi (see cat. no. 45), would gain fame throughout Muslim lands.  In Herāt the great historian Hāfez-e Abru (d. 1430) was commissioned by Shāhrokh and Bāysonghor to compile a number of major historical works that glorified Teymur and his descendants (see cat. no. 22).  Yet another son, Ebrāhim-Soltān (1394-1435), was appointed governor of Shirāz.  At his court the historian Sharafoddin `Ali-ye Yazdi continued the task of creating an aura of Islamic legitimacy for Teymur and for Shāhrokh and his descendants in the Zafarnāmé (Book of victories; see cat. no. 21).  


Each prince patronized his own atelier where not only manuscripts were created but decorative elements and designs for other media ranging from luxurious textiles to monumental decorative panels in tile, stone, and wood.  Educated by Persian tutors, these Turco-Mongol descendants of the Central Asian steppes followed in the footsteps of their Il-Khānid antecedents, using plundered riches and spoils to support the wide-ranging activities of the Teymurid ateliers dedicated to recasting the ruling house as princes in the Persian Islamic tradition.  Persian artists in their employ responded by creating more elaborate and refined forms of artistic expression. 

Cat. No. 20a, b. 

TWO PAGES FROM THE QORĀN COPIED FOR TEYMUR

Calligraphy attributed to `Omar-e Aqta`

Probably Samarkand, ca. 1400

Suras 45:9-13 and 45:13-16

Split pages with calligraphy on 1 side only, mohaqqaq in 7 lines per page 

Ink and gold on paper

Text 165 x 99 cm

[GT]These two pages are believed to belong to a Qorān copied for the conqueror Teymur.  The late sixteenth-century chronicler Qāzi Ahmad, in his treatise on calligraphers and painters, gave the following account: 

[EX]

Another famous master of calligraphy was `Omar-e Aqta`; he had no right hand and with his left filled the pages in such a manner that the eyes of experts were filled with wonder and the reason of sages was troubled by the contemplation of them.  For the Lord of the Time, AmŒr TŒm-r Gurkān, he wrote a copy [of the Qor'ān] in ghubār writing; it was so small in volume that it could be fitted under the socket of a signet ring.  He presented it to the Lord of the Time, but as he had written the divine word in such microscopic characters, [TŒm-r] did not approve of it or accept it and did not deign to favor him.  `Omar-e Aqta` wrote another copy, extremely large, each of its lines being a cubit [dhar`] in length, and even longer.  Having finished, decorated and bound [the manuscript], he tied it on a barrow and took it to the palace of the Lord of the Time.  Hearing that, the sultan came out to meet him, accompanied by all the clergy, dignitaries, amirs, and pillars of the state, and rewarded the calligrapher with great honors, marks of respect and endless favors.  One folio of this [copy] was in possession of Maulānā Mālik [Mālek-e Deylami].

[GT]
Although Qāzi Ahmad described an event that antedated him by almost two centuries, his reference to the calligrapher Mālek-e Deylami gives added weight to the account.  Qāzi Ahmad also stated that when Mālek accompanied the Safavid prince Ebrāhim Mirzā to Mashhad during 1556-57, "this humble one [Qāzi Ahmad] was studying the rudiments of calligraphy under his guidance."
  Qāzi Ahmad's knowledge of `Omar-e Aqta` must have come from Mālek, who, like most calligraphers, would have cherished calligraphic specimens penned by past masters and proudly traced his own style back through a line of earlier calligraphers.


As Qāzi Ahmad indicated, the Qorān must have been dispersed at an early stage; no reference to another copy of a similarly sized Qorān has been found in chronicles, as one might expect, nor have other of its pages surfaced.
  The considerable logistical and technical demands of producing such a Qorān diminish the possibility that another of similar size and quality would have been made during the fifteenth century.  The huge paper size might have necessitated a special workshop, and the facture of approximately 340 folios, weighing perhaps as much as a ton,
 would have required a substantial part of the resources available to the paper makers of Samarkand.
  More than ten million square inches of paper had to be burnished by hand with an agate stone until the surface was polished enough to slide a reed pen over it.  These considerations suggest Teymur's patronage; not even his grandson Bāysonghor could have mobilized the necessary resources for such an enterprise. 


The technical problems facing the calligrapher were considerable.  A colossal reed pen was needed to draw lines as wide as one centimeter (see detail, p. 00).  The shape of the pen, ink preparation, and the handling of the pen all affected the flow of ink.  The pen must carry enough ink to write longer words in a steady stream, yet offer enough capillarity to prevent an uneven flow.  The calligrapher had to move the pen with dexterity, not so fast as to give thin and pale shades, and not so slow as to leave a hesitant line.  In this Qorān the calligrapher maintained word after word, line after line, and page after page of powerful, elegant script, harmoniously combining letters into lines of majestic mohaqqaq. 


A monumental book stand carved of stone (fig. 3) and designed to hold a Qorān similar in size to the one copied by `Omar-e Aqta` stands in the courtyard of the great Friday mosque (1398-1405) of Samarkand built for Teymur.  Its base, which measures 230 by 200 centimeters,
 supports two triangular blocks that would have held the open Qorān.  The space between the blocks, approximately 35 to 40 centimeters, corresponds to the estimated thickness of the volume.


The stand was erected by the order of Teymur's grandson Ologh Beyg, who had been appointed governor of Samarkand by his father, Shāhrokh.  Ologh Beyg had also placed a new tombstone, carved from an enormous piece of green jade, on Teymur's grave sometime after 1425.
  The tombstone's inscription attempted to buttress the legitimacy of the founder of the dynasty by describing a shared ancestry with Changiz Khān and descent from the Prophet's son-in-law, `Ali.  


The account of an English traveler, James Baillie Fraser (see cat. no. 210), who visited Khorāsān in 1821 and 1822, further strengthens the Samarkand provenance of this Qorān:

[EX]

Returning from my ride, I went to see an imaumzadeh [shrine], the only piece of antiquity in Cochoon [Quchān in Khorāsān]; and, in truth, it would not merit notice at all, except upon one account.  There are still preserved there, though in a very careless manner, some leaves that belonged to a Korān of the most magnificent dimensions, perhaps, of any in the world, the history of which is not less interesting than its size is extraordinary.  It was written by Boi Sanghor Meerza [Bāysonghor], the son of Shāh Rokh, and grandson of the great Timoor, and laid by him upon the grave of that mighty conqueror,
 at Samarkand; from whence it was most sacrilegiously taken by the soldiery of Mahomed Khan, grandfather of the present Eelkhaneh, who accompanied Nader Shah in his expedition to Toorkistān: the soldiers broke it up, and each took what leaves he chose to carry, as tokens of his triumph, back to his own country.  Meer Goonah Khan, the son, collected about sixty of them, and placed them in this imaumzadeh, where they lie upon a shelf quite neglected and covered with dust.  These leaves are formed of a thick wire-woven paper, evidently made for the purpose, and, when opened out, measure from ten to twelve feet long by seven or eight broad; the letters are beautifully formed, as if they had been each made by a single stroke of a gigantic pen.  The nooktas, or vowel points, as well as the marginal and other ornaments, are emblazoned in azure and gold; but few of the leaves are perfect, having been mutilated for the sake of ornaments, or the blank paper of the immense margin.  It is a pity that so curious and splendid a work should go so carelessly to decay, and it shows how imperfect and inconsistent is the reverence, even of the priests, for the most sacred emblems of their religion.

[GT]
Fraser mentioned that the Qorān was copied by Teymur's grandson Bāysonghor, an attribution that has long been cited in Iran and followed in some Western catalogues.  No colophon has been found to verify this claim, and the only evidence for attributing this Qorān to Bāysonghor is associative, based on the fact that he had written the monumental inscriptions of the Gowharshād mosque.  One wonders how Bāysonghor would have found time to copy a complete Qorān of this magnitude between military campaigns, hunting, patronage, and drinking bouts.
  So excessive were his drinking habits that he died, like many of his family members, of alcoholism, at the age of thirty-six.  But legends cannot be categorically disregarded.  A page attributed to Bāysonghor (fig. 4) is similar in size and decoration to cat. no. 20, but it displays a weaker calligraphic style that arises from an unresolved disposition of letters.  The sheet does not convey the same powerful calligraphic flow seen in the lines attributed to `Omar-e Aqta`.  The letters and diacritical marks display certain stylistic similarities with two calligraphic pieces in sols script by Bāysonghor in an album in the Topkapi Sarāy Library (fig. 5).
  Bāysonghor could have later contributed a few pages to the manuscript, replacing either a damaged page or an existing page. 

[PP]Provenance:  Soheyli collection; Mussavi collection

Published:  Lentz and Lowry, cat. nos. 6a-b 

Cat. No. 21. 

TEYMUR HUNTING

From a Zafarnāmé of Yazdi copied by Ya`qub son of Hasan, probably commissioned by Ebrāhim-Soltān 

Shirāz, dated 1436

Opaque watercolor, ink, and gold on paper

Page 35.5 x 25.5 cm, illustration 27 x 16 cm

[GT]Following in the footsteps of his Mongol predecessors, Teymur was keenly interested in history and in the compilation and glorification of the events of his reign.  The historian Ebn-e `Arabshāh, who wrote a hostile biography of Teymur, noted:  "Whether travelling or at rest, he was assiduous in listening to the reading of chronicles, the stories of prophets (prayers and peace upon them), the deeds of kings, and the accounts of men of the past--all in Persian."
  A host of scribes accompanied Teymur on his campaigns to record his deeds and actions, which were read to him and "corrected" by the conqueror himself if necessary.
  The contemporary historian Nezāmoddin-e Shāmi was ordered to compile these recordings into a Zafarnāmé (Book of victories, completed in 1404) so that the tale of Teymur's "worthy efforts and forthright decisions" might serve "future kings and statesmen, especially the auspicious princes of his house" in their endeavors for conquest and kingship.
  The exploits described in Shāmi's Zafarnāmé were intended to fortify the political status of Teymur within the ulus of Chaghatāy, where he sought to establish legitimacy as a ruler for himself and for his descendants by intermarriage with the house of Changiz.  


Two generations later, at the court of Ebrāhim-Soltān in Shirāz, the prerogatives were different.  His father, Shāhrokh, having vanquished all other Teymurid contenders, reigned supreme in Herāt with his sons and family members as governors of different provinces.  Ebrāhim-Soltān ordered the historian Sharafoddin `Ali-ye Yazdi to make a new compilation of the Zafarnāmé.  This version, completed sometime before 1428, not only supported the paramount position of the house of Shāhrokh among Teymur's descendants but also established Teymur's right to rule according to Islamic legitimizing principles.


This 1436 manuscript of the Zafarnāmé associates iconographic elements with Teymur in a manner that parallels the text in its pursuit of legitimacy.  Traditional Persian emblems of kingship, such as the parasol held above his head, are meant to convey that Teymur possessed the farr-e izadi, the Divine Glory.  Represented in battle scenes and in hunting vignettes, the parasol would continue to be used in later depictions of Teymur in Mughal manuscripts in India (see cat. nos. 205b-c). 


The page illustrated here is from a manuscript copied in Shirāz and completed in 1436, less than a year after the death of Ebrāhim-Soltān.
  The high quality of the volume, and the epithet as-soltāni (royal) in the colophon, indicate the manuscript is of royal patronage.
  Ebrāhim-Soltān was succeeded by his three-year-old son Soltān-`Abdollāh, and considering the time required to prepare such an important manuscript, it was probably commissioned by Ebrāhim-Soltān before his death.


This painting represents a hunting episode related in Yazdi's Zafarnāmé.  Teymur had returned to Samarkand in the fall of 1389 from his eastern campaigns in Mongolia, and he wintered in Bokhārā.  Sometime in early 1390, accompanied by the "amirs, nobles, and the princes," he set out to hunt near the ponds of Farkati, where birds abounded, especially geese and herons (qu, kolang).
  The powerful illustration successfully conveys Teymur's grandeur and majesty.

[PP]Provenance:  Kevorkian collection; Sevadjian collection; Binney collection

Published:  Drouot, Nov. 23, 1960, lot 133; Robinson (Colnaghi), no. 12

Cat. No. 22. 

REPLACEMENT VOLUME OF THE JĀME`OTTAVĀRIKH

Edited by Hāfez-e Abru

Herāt, ca. 1426 

238 folios (incomplete) 

Naskh in 35 lines per page, headings in sols 

Color and ink on paper

Page 43.3 x 33.7 cm, text panel approx. 33.5 x 23 cm

[GT]Teymur's interest in historical works was shared by his son Shāhrokh and his grandsons Bāysonghor, Ebrāhim-Soltān, and Eskandar.  Following the Il-Khānid precedent established by the preparation of the Jāme`ottavārikh (Universal history) under the supervision of the vizier Rashidoddin, Shāhrokh and his son Bāysonghor ordered the historian Hāfez-e Abru (d. 1430) to compile a series of similar works.  


In 1415 Shāhrokh commissioned Hāfez-e Abru to write a book on geography.  Based on several Arabic works, which Hāfez-e Abru translated into Persian, and on his own extensive travels, the book was completed by 1417.


The second work of the series is generally referred to as the Majmu`é-ye Hāfez-e Abru (Works of Hāfez-e Abru).  In the introduction, Hāfez-e Abru stated that he was ordered by Shāhrokh in 1417 to create a comprehensive compendium of historical works.  He chose the Persian version of the Tārikh-e Tabari (History of Tabari) and Rashidoddin's Jāme`ottavārikh for the early periods, followed by the Teymurid dynastic history based on the Zafarnāmé of Shāmi (completed in 1404), which Hāfez-e Abru updated to encompass events up to 1412.


Hāfez-e Abru next compiled a four-part general history referred to as the Majma`ottavārikh (Collection of chronicles), divided into four parts (rob`) and dedicated to Bāysonghor.  Created in A.H. 826/1423, the work is centered on Iran and is more limited geographically than the Jāme`ottavārikh of Rashidoddin.  The first part comprises the history of mankind until the advent of the Prophet Mohammad and was completed by 1423.
  The second part records the history of Islamic lands from the time of the Prophet to the last caliph of Baghdad.  The history of the Saljuqs and the Mongols occupies the third section, and the last part, known as the Zobdatottavārikh-e Bāysonghori (Bāysonghori cream of chronicles),
 deals with the life of Teymur and the events of the reign of Shāhrokh up to 1427.
 


The present manuscript differs from the above-mentioned works, although in recent literature on its dispersed illustrations it has been incorrectly identified as the Majma`ottavārikh of Bāysonghor.
  The manuscript, now devoid of paintings, contains incomplete passages beginning with an introduction in the name of Shāhrokh, followed by a section divided into two parts (qesm): a history of mankind until the advent of the Prophet Mohammad, including the ancient dynasties of Iran, and a history of Islamic lands from the Prophet Mohammad to the last caliph of Baghdad.
  This section is followed by the history of the Ghaznavid Soltān Mahmud, of which two pages remain.  The next section on the history of the Saljuqs has been completely dispersed, and only one page from the history of the Esmā`ilis has been recovered (cat. no. 24).  Of the next section, a history of the Turks and China (Cathay), only the last page remains.  Then come histories of the Franks and of India.


Further complicating identification of the manuscript, the very first introductory pages (dibāché) are missing, and the two surviving ones have been rewritten, although their content seems genuine.
  On the back of the second page, following lengthy praise of Shāhrokh, Hāfez-e Abru states that in 1417 Shāhrokh ordered him to prepare a compendium of historical works.  This text follows the exact pattern of what should be the introduction to the Majmu'é compiled in the same year for Shāhrokh, but does not necessarily confirm the manuscript's date.  


To clearly understand the organization of the manuscript, one must bear in mind that Hāfez-e Abru was instructed by both Shāhrokh and Bāysonghor to compile numerous extensive historical texts, into which he incorporated copies of complete sections of older works.  The text of the two extant pages of introduction of this manuscript, the same as that written in 1417, was later incorporated into the 1423 Majma`ottavārikh, at the beginning of which another dibāché dedicates the work to Bāysonghor.
  As we shall see, this preface was incorporated into yet another work.  


Several manuscript copies sharing the same content and organization as cat. no. 22 are known to exist.  Their content is similar to the first volume of the Majma`ottavārikh for Bāysonghor, but they are not identical to the latter work.
  The first part of the preface of the manuscript copies explicitly states that the work was commissioned in A.H. 828/1425 in the reign of Shāhrokh, some two years later than Bāysonghor's Majma`ottavārikh, but then continues by incorporating the preface used for Bāysonghor.  However, an additional section in the preface is most revealing.  Hāfez-e Abru states:

[EX]

In the meantime His Majesty [Shāhrokh] wished that the book of Rashid [Jāme`ottavārikh], of which the first volume is missing, should be completed.  This humble slave then proposed that since the first part of this work [Jāme`ottavārikh] which covers the history of Mankind up to the advent of Islam has now been rewritten based on the works of Rashidoddin and Tabari and the Kāmel and some other works, it would be best to make use of it.  [His Majesty] accepted and ordered me to proceed.  Therefore, the first part (rob`) [of the Majma`ottavārikh], written for the library of the exalted prince, was incorporated therein.

[GT]
This passage indicates that Shāhrokh had in his library a set of the original illustrated copies of Rashidoddin's Jāme`ottavārikh in Persian, of which one volume was missing.  Hāfez-e Abru was in the midst of compiling the Majma`ottavārikh for Bāysonghor when Shāhrokh expressed his wish to have the lost volume replaced.  Instead of copying the complete original text of the Jāme`ottavārikh, Hāfez-e Abru proposed using the first part of the work already compiled for Bāysonghor, supplemented by copies of the original text to obtain an equivalent volume.  Thus the replacement volume, and all subsequent copies thereof, closely resemble part one of the Majma`ottavārikh and are often misidentified as copies of the work for Bāysonghor.


The most important representative example of this group of manuscript copies, with a dedicatory shamsé (roundel) in the name of Shāhrokh along with his library seal, is preserved at the Topkapi Sarāy Library (H.1653).
  A colophon in the manuscript, written in the hand of Hāfez-e Abru at the end of part one, gives the completion date of Moharram A.H. 829 (November 1425).  Another colophon at the end of the history of the Franks gives the completion date of Sha`bān A.H. 829 (July 1426).  Judging by the interval of eight months between the two colophons, a starting date in 1425 for the project seems likely.  The Topkapi example follows the exact order and content of cat. no. 22; both in turn parallel the contents of the Jāme`ottavārikh.


Like the Topkapi manuscript copy, cat. no. 22 was executed for the royal library of Shāhrokh.  The quality of the paper and the calligraphy, much improved over the Il-Khānid version, points to production by the royal library-atelier of Herāt.  Furthermore, one of its pages (Los Angeles County Museum of Art, M.73.5.412) bears the seal of Shāhrokh's library and confirms the entire manuscript's imperial provenance.
  As in the Topkapi manuscript, the order and style follow those of the Il-Khānid work.  The elaborate painting style of the Bāysonghor academy is set aside in favor of an iconography and compositions similar to those of the Il-Khānid version (see cat. nos. 23, 24).  Early sections are taken from the Majma`ottavārikh, but later sections are outright copies of Rashidoddin's Jāme`ottavārikh.  One encounters many narrations based on events during 1305 and several headings inscribed with this date, the year in which Rashidoddin's original text was written.
 


The manuscript was copied by a professional scribe with better calligraphy than that of Hāfez-e Abru, but numerous mistakes were made in the process of copying.  In size, format, and page layout, the manuscript is very similar to those produced in Rashidoddin's atelier, while the Topkapi one is substantially larger and different in layout.
 


It is hoped that the preceding argument clarifies why manuscripts produced in the library-atelier of Shāhrokh emulate the style of the Jāme`ottavārikh of Rashidoddin produced a century earlier.  But why the Topkapi manuscript copy and cat. no. 22--similar in content but differing in size and format--were made at about the same time to replace the missing volume of the Rashidoddin work remains unresolved.

[PP]Provenance:  E. Tabbagh; Kevorkian collection

Published:  Sotheby's, May 2, 1977, lot 164 

Cat. No. 23. 

THE CALIPH `ALI AND TWO ARBITERS

Herāt, ca. 1426

Dispersed page from a replacement volume of a Jāme`ottavārikh (cat. no. 22) 

Part two, section two: The caliphate of the first four caliphs

Opaque watercolor, ink, and gold on paper 

Illustration 16.7 x 23.4 cm

[GT]The title above this illustration refers to a meeting between two arbiters, Abu-Musā Ash'ari and `Amr b. `Ās, who in 659 attempted to resolve a conflict between the caliph `Ali and his rival Mo`āviyyé, governor of Damascus.  `Ali had been chosen to replace caliph `Osmān, who had been murdered.  Mo`āviyyé sought to punish `Osmān's killers, but `Ali considered them beyond reproach since the murder was an act of revolt against the arbitrary acts and injustices of `Osmān.  Underlying the dispute was Mo`āviyyé's refusal to accept `Ali's nomination as caliph.


The arbiters first proclaimed that `Osmān's acts had not been capricious, implicitly condemning his murder as unjust.
  In a second meeting the arbiters decided to submit the election of the new caliph to an electoral body (showrā).  Abu-Musā adhered to the agreement, but the cunning `Amr reneged, declaring `Ali deposed and confirming Mo`āviyyé as caliph.


The illustration shown here might actually refer to a previous episode in which `Ali addressed the leader of a third faction, the Khavārej, who opposed arbitration.  To them, the Qorān provided all answers, and judgment was to be according to its word, not that of men.  Accepting the results of arbitration on the issue of `Osmān's murder was a blasphemy, a sin to which the Khavārej wanted `Ali to confess.  He responded by killing a number of them, only to be later assassinated himself by one of the Khavārej. 


The first line after the title above the illustration is missing, a sign of lassitude in the copying of the manuscript.
  The section of the Il-Khānid Jāme`ottavārikh dealing with the early days of Islam depicts nomadic Arabs in turbans and gowns;
 here the painter's uninspired representation depicts the caliph `Ali as a crowned king sitting on a golden throne.  

Cat. No. 24. 

ROKNODDIN-E KHOR-SHĀH SUBMITTING TO HULĀGU KHĀN

Herāt, ca. 1426

Dispersed page from a replacement volume of a Jāme`ottavārikh (cat. no. 22) 

Part two: History of the Esmā`ilis

Illustration 24.5 x 22 cm

[GT]In the Jāme`ottavārikh, the section on the Esmā`ilis comes after the section that Hāfez-e Abru chose to replace with part one of the Bāysonghori Majma`ottavārikh.  A comparison of the text on this page with the Jāme`ottavārikh confirms that this section of the replacement volume is an exact copy of the original work.
  This illustration occurs within a section detailing the submission of Khor-Shāh, the last ruler of the Esmā`ilis, to the Mongol Hulāgu and the destruction of his fortresses in 1256.  The enthroned ruler is probably Hulāgu, with two attendants wearing feathered Mongol headgear on each side; sitting in front of him is Khor-Shāh with his followers.  Khor-Shāh's capitulation to Hulāgu ended two centuries of Esmā`ili rule over a large area of northern Iran.


This illustration also appears to be the largest surviving painting from the manuscript.

[PP]Published:  Sotheby's, Oct. 13, 1989, lot 50 

Cat. No. 25. 

ZIJ-E GURKĀNI PREPARED FOR OLOGH BEYG

Samarkand, ca. 1440

205 folios

Naskh in 19 lines per page 

Opaque watercolor, ink, and gold on paper

Page 26 x 17.5 cm, text panel 17.2 x 14 cm

[GT]The popularity of astronomy with Islamic rulers and kings, and their allocation of resources to its study, was motivated not by scientific curiosity alone but also by its close relationship to astrology.  Important decisions were often determined by what the heavens revealed.  The conjunction (qerān) of two auspicious stars in a constellation, for example, was considered a sign of good fortune, and Teymur's epithet Sāheb Qerān (Lord of the Fortunate Conjunction) was derived from such considerations.


Shāhrokh's eldest son, Ologh Beyg, served as governor of Samarkand from 1409, and in 1447 he succeeded his father to the throne of the house of Teymur.  Fascinated by astronomy, Ologh Beyg gathered a team of renowned scientists and constructed a large observatory at Samarkand that was famous throughout the Islamic world.
  Among the documents produced there, the most important was a handbook for astronomers known as the Zij-e gurkāni (Gurkānid ephemeris), sometimes called the Zij-e soltāni or Zij-e Ologh Beyg.


This royal copy of the Zij is divided into a preface and four sections (maqālé).  The first section is on eras and calendars.  It comprises one brief introduction and seven chapters (bāb) defining the Islamic, Roman, Persian, Maleki,
 and Chinese-Uyghur calendars.  The second section is on the determination of time and horoscopes, organized into twenty-two chapters in which terms of trigonometry and spherical trigonometry are explained.  Computational tables and tangent functions are provided along with time-keeping tables and related material.
  The third section, on the motion of planets and their latitudinal and longitudinal positions, is divided into thirteen chapters, most of which tabulate the results of observations on the positions of planets.
  The fourth and last section, on other astrological operations, includes two chapters, the first on birth horoscopes and the second on the influence of cyclical celestial phenomena. 


The theoretical background for the computations is Ptolemy's geocentric conception of the cosmos in which celestial bodies revolve around the earth.  The conflict between Ptolemy's model and observation could not always be reconciled, and during the compilation of the Zij-e Il-Khāni (Il-Khānid ephemeris), commissioned by the Il-Khān Hulāgu in the thirteenth century, attempts were made to modify Ptolemy's scheme.  The Zij-e gurkāni, however, is strictly based on Ptolemaic theory.


The shamsé (roundel) on the first page reads: "For the treasury of the greatest and most learned soltān, the master who has power over the life of the greatest soltāns of the world, the renewer of primal knowledge, the propagator of justice on earth, the protector of kingship, and of the worldly and the religion, Ologh Beyg-e Gurkān, may God make eternal his kingdom and his reign."


The manuscript employs three calligraphic styles, all superbly executed.  The shamsé is in reqā`, the main text in black naskh, and the Qorān verses and section headings are in gold sols.  Neither the name of the calligrapher nor the date of the copy is known.  The heading for a table of planet positions states "as observed in the year A.H. 841 [1437]," indicating that it was completed at least after that date.  One might conclude that the shamsé's description of Ologh Beyg as one "who has power over the life of the greatest soltāns of the world," could not have appeared while Shāhrokh (d. 1447) was still alive, but titles and epithets for the Teymurid princes were becoming more and more eulogistic, and similarly flattering attributes were also used for Bāysonghor.
  In all probability this textually complete manuscript, devoid of a colophon, was copied shortly after 1437.
 


Ologh Beyg states in the preface:

[EX]

Thus speaks the weakest and the neediest of God's slaves, Ologh Beyg, son of Shāhrokh, son of Teymur-e Gurkān, may God improve his conditions and may God bring a happy fulfillment to his wishes, that despite numerous activities and involvements concerning the well being of my people . . . I have spent much time and effort in the pursuit of scientific truths. . . . 


This poor and miserable slave . . . set out to observe the stars, and with the help of my eminent teacher, the most learned . . . my lord (mowlānā) Musā known as Qāzizādé of Rum, . . . and the one who developed the principles of science to their highest level, my lord Ghiyāsoddin Jamshid, the project was started.

[GT]According to Ologh Beyg, halfway through the project Qāzizādé of Rum (Anatolia) died, and it was with the help of the young `Ali-ye Qushchi that the data obtained from observation of the stars were recorded in this book.


Besides confirming that he was a pupil of Qāzizādé, the introduction implies that Ologh Beyg was an actual participant in the project.  His earnest involvement (as director of the observatory) is expounded in an interesting letter addressed by Ghiyāsoddin Jamshid (d. 1429) to his father in Kāshān.
  The celebrated mathematician and astronomer indulged in descriptions of his own "remarkable" contributions to the preparation of the Zij, but as private correspondence, the few allusions to Ologh Beyg likely have more substance than the usual rhetorical praise of official documents.
  Ologh Beyg's erudition in mathematics and astronomy was described by Ghiyāsoddin:

[EX]

One day while riding he wanted to determine the date, which was the month of Rajab, between the fifth and the tenth in the year 818 [1415] as to what day it was of the astronomical season of the year.  From these very given data, by mental computation, and from horseback, he determined the longitude of the sun (correct) to the degrees and the minutes.  When he came back he asked this humble servant about it.  Truly, since in mental computation the quantities must be retained by memory and others determined, and there is a limit to one's strength of retention, I was not able to extract it to degrees and minutes.  And this operation can be performed by no one (else) in this world, nor is it feasible (for them).

[GT]
Another point of interest in the introduction to the Zij is the esteem in which Qāzizādé and Ghiyāsoddin Jamshid were held by Ologh Beyg.  He addressed them as "my lord" (mowlānā), while the young but talented `Ali-ye Qushchi is affectionately called "my worthy son."
  After Ologh Beyg's death in 1449, `Ali-ye Qushchi left Samarkand for Tabriz, where he was warmly welcomed by the Āq-Qoyunlu ruler Uzun Hasan, who sent him as ambassador to the Constantinople court of the Ottoman Soltān Mohammad II.
  It might be that this copy of the Zij was presented by `Ali-ye Qushchi as a gift to either Uzun Hasan or Soltān Mohammad, although circumstantial evidence favors Uzun Hasan.  The manuscript's binding seems to be Turkaman, dating to the third quarter of the fifteenth century.
  Margin inscriptions, written above the mean motion table for the planet Saturn and on several other pages between folios 132 and 160, note the difference in longitude between Samarkand and Tabriz, indicating that someone in Tabriz had attempted to use the charts there.  An inscription next to the shamsé possibly indicates that the manuscript was at one point in Constantinople; it could well have been seized during one of the numerous occupations of Tabriz by the Ottomans during the nineteenth century.

[PP]Published:  Sotheby's, Oct. 13, 1980, lot 91; Lentz and Lowry, no. 55 

Cat. No. 26. 

AFRASIYĀB TRYING TO STRING A BOW

Probably Samarkand, ca. 1440 

From a Shāhnāmé
Opaque watercolor, ink, and gold on paper 

Illustration 20 x 17.2 cm 

[GT]This painting is in a style usually associated with Samarkand during the time Ologh Beyg was governor.
  Its composition recalls a work in the Freer Gallery of Art, Washington, D.C., in which a seated Ologh Beyg is depicted, his name and title written on a canopy above his head.
  The same composition reappears in illustrations from a manuscript produced in Samarkand in the sixteenth century, the Tārikh-e Abol-Khayr Khāni (History of Abol-Khayr Khān) by Mas`udi b. `Osmān-e Qohestāni.

[PP]Provenance:  V. Everett Macy collection; S. C. Welch collection

Published:  Sotheby's, Dec. 12, 1972, lot 187; Soustiel, 1973, p. 19

Cat. No. 27a-i. 

SHĀHNĀMÉ 
Copied by Esmā`il Khājé son of Mobārak-Qadam 

Probably Shirāz, dated A.H. 845/1441

542 folios with 24 illustrations (first page missing)

Nasta`liq in 4 columns, 25 lines per page

Opaque watercolor, ink, and gold on paper 

Stamped brown morocco binding

Page 24.5 x 16.6 cm, text panel 17.5 x 11.6 cm 

[GT]The governor of Shirāz, Ebrāhim-Soltān, died in 1435, probably of excessive drinking.  A year earlier his younger brother, Bāysonghor, had also died prematurely from the same cause, at the age of thirty-six.  With the untimely deaths of these two great Teymurid patrons, the artists of their library-ateliers were disbanded.  Some took up commercial work, reproducing large numbers of manuscripts in which the illustrations repeated similar compositions of the same subjects.  This practice would persist at Shirāz in commercial ateliers for the next two centuries. 


Among the numerous manuscripts produced at Shirāz in the two decades following Ebrāhim-Soltān's death, this example of the Shāhnāmé is outstanding for its quality of execution, unusual features, and audacious compositions.  The manuscript begins with an older version of the preface, the uncommon Abu-Mansuri prose preface,
 rather than the standard preface later written for Bāysonghor.  Although nasta`liq script was still at an early stage of development, the calligraphy is forceful and more developed than the nasta`liq script of Ja`far-e Bāysonghori in the earlier 1419 manuscript of Mehr-o Moshtari (Mehr and Moshtari; cat. no. 45).  The colophon is elegantly written in reqā` script in gold outlined with a thin black line:  "[This] manuscript of the Shāhnāmé composed by the king of the poets and the learned, Abol-Qāsem Ferdowsi of Tus, God bless him, is [now] completed.  Written by the weakest of God's slaves, Esmā`il Khājé, son of Mobārak-Qadam of Khorāsān, in the month of Rajab of the year 845 [1441] of the hejira, and praise be to the Lord worthy of praise, and prayer and peace be upon the Prophet Mohammad and all his progeny and all his companions."  The script used in the colophon is also employed for all sectional headings.
 


The manuscript has sustained water damage on the outer edge, and dampness has caused some flaking of the paint, but the pigments are still striking in their richness.  Judging from the binding, which seems to be fifteenth century, the manuscript was cropped and rebound (probably due to water damage) not long after its completion.

[SAT]27a. Illustrated Frontispiece [SOL](fol. 1r, facing page) 

[GT]The unconventional treatment of the marginal decoration is a unique feature of this frontispiece.  The top margin band is split, allowing a tree to climb into the intervening opening.
  The right-hand side of what was a double-page composition is missing.

[SAT]27b. Illuminated Double-Page Abu-Mansuri Dibāché [SOL](fols. 1v, 2r)

[GT]The beauty of this most impressive illumination is enhanced by the wide variety of illuminated motifs, including the floral decoration on gold in the medallions of the central sections.

[SAT]27c. Prince Hushang Slays the Black Div [SOL](fol. 11r, facing page)

[GT]This dazzling composition is undoubtedly the most spectacular painting of the manuscript.  The elegantly drawn angel attacking one of the divs in the margin is a charming addition to the composition.  This might be the earliest representation of the subject, which was to evolve over the Turkaman period into the well-known vibrant composition painted for the Shāh Tahmāsb Shāhnāmé in the 1520s by Soltān-Mohammad in which the angel swoops down on the divs (see fig. 25). 


The painting was slightly damaged when the manuscript was cropped.  The unusually large margin would not fit into the new format and was folded.

[SAT]27d. Jamshid Carried by the Divs [SOL](fol. 12r)

[GT]Another almost identical version of this illustration, executed with broader brushwork, is in a manuscript of the Shāhnāmé at the Fitzwilliam Museum in Cambridge (ms. 22-1948, fol. 11v).

[SAT]27e. The Birth of Rostam [SOL](fol. 45r)

[GT]This illustration of Rudabé giving birth to the Iranian hero Rostam shows details of a caesarean operation as performed in Teymurid times.  A manqal with burning flames in the foreground heats water to purify surgical tools.  Also of interest is the wall decoration, probably reflecting typical murals of the day.

[SAT]27f. Rostam Kills the White Div [SOL](fol. 67v)

[GT]In terms of composition, and compared with the much more elaborate illustration of the same episode by Soltān-Mohammad nearly a century later (cat. no. 60), this work represents with minimal detail Rostam's slaying of the White Div.  The participants are Rostam and the White Div in the cave, Owlād tied to the tree, and Rostam's steed, Rakhsh, in the background.

[SAT]27g. The Fire Ordeal of Siyāvosh [SOL](fol. 97r)

[GT]Prince Siyāvosh, accused of incestuous desires toward his stepmother, is here depicted undergoing the "test of fire" to prove his innocence.  This is a typical composition, repeatedly illustrated in Shirāz manuscripts of the fifteenth century.
 

[SAT]27h. Esfandiyār Battling with the Simorgh [SOL](fol. 289v)

[GT]The action of this powerful diagonal composition is heightened by the dynamic contrast between the colorful plumage of the simorgh (a legendary bird) and the geometric decoration of Prince Esfandiyār's chariot.

[SAT]27i. Alexander Enters the Land of Gloom [SOL](fol. 342v)

[GT]The prophet Khezr (usually represented with a green robe) guides Alexander through the darkness in the Land of Gloom.  Khezr is seated by his fountain, the water of which was reputed to bring eternal life.

[SH1]The Sufi Order of Shaykh Abu-Eshāq Ebrāhim 

[GT]Despite destructive campaigns and systematic massacres, the Mongols exhibited deference toward religious and spiritual leaders, particularly Sufi (mystic) leaders, allowing a number of their orders to prosper and grow.  Land grants and tax exemptions (see cat. no. 9) substantially increased the orders' sources of revenue.
  Moreover, the status of certain Sufi leaders allowed them to intervene with rulers on behalf of their followers, offering them protection (hemāyat) that the rest of the population did not enjoy.  Teymurid rulers maintained a similarly benevolent attitude throughout the fifteenth century, and the influence of certain Sufi orders extended beyond religious issues.  The most important of these was the Sufi order of Ardabil, followers of Shaykh Safioddin Eshāq (1252-1334).  The Sufi descendants of Shaykh Safioddin Eshāq eventually became warlords, ascending the throne as the Safavid dynasty (1501-1732) and carving out a kingdom whose heir is modern-day Iran. 


Another congregation of Sufis, attached to the shrine of Shaykh Abu-Eshāq of Kāzerun, supported a network of Sufi hostels (zāviés) with devotees reaching into India and China.  The founder of the sect was Shaykh Abu-Eshāq Ebrāhim (963-1035),
 son of Shahryār, son of Zādān-Farrokh, son of Khorshid.  He was born into a family of Zoroastrians from a closed enclave of the Kāzerun area in the province of Fārs in southwestern Iran, where four centuries after the advent of Islam a substantial number of Zoroastrians could be still counted among its inhabitants.  While Ebrāhim was still young, his father converted to Islam.  His grandfather, Zādān-Farrokh, disapproved of Ebrāhim's pursuit of an Islamic education, but he nonetheless persisted in his theological studies, gradually leaning toward Sufism.  Eventually he became a much respected and charismatic Sufi leader who converted many Zoroastrians and Jews to Islam.


After Shaykh Abu-Eshāq's death, his mausoleum in Kāzerun became a frequently visited shrine.  According to legend, all who came to pay their respects would obtain their wishes.  The sect of his followers spread, and offerings made at the shrine supplied a steady source of revenue that supported as many as sixty-five Sufi hostels.  The fourteenth-century North African traveler Ebn-e Batuta visited the shrine in 1347 and gave a detailed account of the financial organization of the order:

[EX]

A traveler reaching the shrine cannot leave before three days and not before he expresses his wishes to the keeper of the shrine.  The keeper then relays the wish to the resident dervishes of the shrine, who number more than one hundred, some single and some married.  The dervishes then read aloud the complete text of the Qorān and recite prayers next to his [Shaykh Abu-Eshāq's] tomb.  Thereafter, the wishes of the traveler would be granted by the permission of God.  This Shaykh Abu-Eshāq was much revered by the inhabitants of India and China.  Those sailing on the Sea of China, upon encountering adverse winds or pirates, have the habit of pledging offerings to the shrine of Shaykh Abu-Eshāq and individually write down their pledges (nozurāt).  And when the ship reaches the shore the servers of the shrine board the ship and gather the pledges, and take possession of the offerings accordingly.  And there is no vessel in provenance from India or China that does not bring in thousands of dinars [gold coins], all received by the representatives of the keeper of the shrine.  For those dervishes seeking benevolence from the shrine, the keeper issues an order, sealed with a carved silver seal, using red ink, that reads: "Whoever wishes to make an offering to Shaykh Abu-Eshāq should give this amount to this man."  Most of these orders seek donations of hundreds or thousands of dinars.  A dervish who has such an order will collect the prescribed amount from whomever has a pledge to the shrine, by writing a receipt on the back of that order.  One day the soltān of India pledged ten thousand dinars to the Shaykh.  The news reached the dervishes of the shrine and subsequently one of them departed to India to collect the pledge.
 

[GT]
Since the time of the Mongols, Persian traders had been trading actively between the Persian Gulf and the China Sea, and the Persian language emerged as the lingua franca of this maritime trade route.  Consequently, many Persians had settled in China and at places along the trade route.
  According to Ebn-e Batuta, the settlers had well-organized communities with their own mosques, clerics, and community leaders.  Ebn-e Batuta further related the names of Sufi shaykhs in charge of local hostels:  Shaykh Shahāboddin-e Kāzeruni in India and Shaykh Borhānoddin-e Kāzeruni in China, each of whom gathered offerings pledged by merchants to the shrine of Shaykh Abu-Eshāq.
  Both shaykhs were originally from Kāzerun and were probably sent specifically to spread the legend of the powers of Shaykh Abu-Eshāq among a wealthy group of expatriates keen to maintain spiritual contact with their homeland.

Cat. No. 28. 

DECREE FROM THE SHRINE OF SHAYKH ABU-ESHĀQ

Probably Kāzerun, dated A.H. 851/1448 

Ta`liq in 78 lines, heading in sols 

Ink on paper 

Scroll 800 x 26.5 cm 

[GT]This decree appoints a certain `Abdollāh to the rank of khalifé (deputy and successor to Shaykh Abu-Eshāq)

 and authorizes him to use the offerings made at his shrine for the needs of the Sufi hostels, to dispose of the rest for the benefit of the pilgrims (mojāverān), and to appoint or discharge standard bearers (`alamdār).


In accordance with Ebn-e Batuta's account of the far-reaching activities of this sect, the appointee is lauded in this decree for his past activity in gathering pledges and offerings for the shrine from all over the world.
  The shrine's powers are praised at length:  "After four hundred and twenty five years following his [Shaykh Abu-Eshāq's] death, no needy pilgrim from his holy sanctuary ever returned with his wishes unfulfilled, and no sooner has a wish been expressed that the Invisible Voice announces its fulfillment." 


The decree appears to have been issued by the existing khalifé, who appointed his successor by the authority of Shaykh Abu-Eshāq, whose spirit was ever present to lead his followers through the intermediary of the khalifé.  Throughout the text the words "hazrat-e moqaddasé-ye monavvaré-ye morshediyyé" (his holy guiding presence, filled with radiance) are used to variously refer to Shaykh Abu-Eshāq, the khalifé, or the shrine.  The name of the present khalifé only appears as a toghrā in the margin of the text, next to Shaykh Abu-Eshāq's name.  This placement accords with the Sufi belief that the khalifé acted in complete unison with the guiding spirit of the order's founder.  The toghrā reads: 

[PX]

God the most high

The poor dervish (faqir) of his sublime guiding presence

The khalifé, [himself] son of khalifé, Abol-Mozaffar Nezām son of Abu-Eshāq Emād son of Abu-Bakr Jalāl, known as `Ali the Fārsi, the one who, all over the Islamic World, invites mankind towards excellence (ad-dā`i be-khayr).

Praising God and praying for his messenger

[GT]The appointment of khalifé seems to have succeeded in families in many instances; the khalifé Abol-Mozaffar Nezām's father is identified as a khalifé, and throughout the text the virtue of respect for his forefathers is emphasized.


The order of Shaykh Abu-Eshāq, based in the Kāzerun district of Fārs, must have enjoyed the favors and protection of many rulers of that province.  A century before this decree was issued, Shāh Shaykh Abu-Eshāq-e Inju (r. 1344-56), the ruler of Fārs, was named by his father in honor of Shaykh Abu-Eshāq-e Kāzeruni.
  The close relationship of the Teymurid leader Shāhrokh with the order is evident from the fact that its head, Shaykh Nuroddin Mohammad, was sent in 1435 on a diplomatic mission to the Ottoman court.
  Considering the traditional Teymurid policy of benevolence toward the Sufi orders, and their independent source of revenue, one would expect the Kāzeruni order to exercise a high degree of autonomy and power.  Even so, the regal tone of the decree is unexpected, and its lofty design, lavish use of gold, and impressive length are not unlike those of imperial documents (see fig. 6).  The order's assumption of a statelike status is borne out by two points:  the khalifé's name is preceded by the epithet Abol-Mozaffar (the Victorious), which was typically reserved for the shāh; and at the top, the main seal of the shrine is affixed with gold ink.  Its square shape and size are reminiscent of Mongol seals (see cat. no. 9).  The seal reads:  "The Shaykh, the Guide, Abu-Eshāq Ebrāhim son of Shāhryār of Kāzerun, may God sanctify his cherished soul." 


In Mongol times, a red seal (āl-tamghā) was used for all major decrees and orders.  Ebn-e Batuta's account of the shrine's use of the red seal on the vouchers issued to the needy confirms the order's adherence to Mongol chancery practices.  A gold seal (āltun-tamghā) was used by the Il-Khānids for state documents, mostly financial in nature.
  Later, gold ink replaced red for all royal decrees.  In Il-Khānid times the term homāyun was usually reserved for royal decrees,
 and where this decree refers to itself, the term manshur-e homāyun (blessed decree) is used.  Two other gold seals on the decree reinforce its regal status:  an octagonal seal impressed on each side of the main square seal over each paper joint at the top and a small rectangular seal at the end of the document.  While the latter seal probably represented the khalifé, the former is more enigmatic.  It contains the date A.H. 757/1356, written in the center in reqā` script, while the kufic geometric writing on the contour reads as the seal (except for some minor mistakes in the design of the letters).
  The seal, therefore, predates the document by a century and seems to indicate the period in which the order adopted its statelike posture.  At that time Il-Khānid power had withered away, and the Mozaffarid Mobārezoddin Mohammad in 1353 had captured Shirāz from Shaykh Abu-Eshāq-e Inju.  The order in Kāzerun must have exercised an unprecedented autonomy. 


Finally, there is a strong similarity between the terminology employed by this order and by the Safavid order based at Ardabil in northwestern Iran, perhaps reflecting an affinity between the two organizations.  In a document pertaining to the Safavid shrine at Ardabil, not only are the same adjectives used--moqaddasé, monavvaré, morshediyyé, and motahharé--but an entire sentence, "hoffat bel-anvār el-qodsiyyé" (may it be surrounded with the lights of sanctity), is identical to the second line of this decree.
  Ironically, Shāh Esmā`il Safavi, himself a descendant of a Sufi shaykh, despised all rival Sufi orders and would destroy the shrine in Kāzerun and bring about the dissolution of the order.  

___________________________

Chap3.txt

[CN]3

[CT]The Court of Soltān Hosayn Mirzā Bāyqarā ā

[GT]With the death of Shāhrokh in 1447, the house of Teymur split into rival kingdoms.  Khorāsān remained the most important province, and its capital, Herāt, was still considered the center of the Teymurid empire.  But by the 1460s, during the reign of Soltān Abu-Sa`id Bahādor Khān (r. 1459-69), Teymurid hegemony was being challenged by the Turkamans in the west and the Ozbaks in the northeast.  The prestige of the dynasty suffered a severe blow when the Āq-Qoyunlu Turkaman ruler of western Iran, Uzun Hasan (r. 1457-78), defeated and captured Abu-Sa`id in 1469.  The fallen soltān was turned over to Yadgār-Mohammad, a Teymurid prince who had been declared heir to Abu-Sa`id's throne by Uzun Hasan.  Yadgār-Mohammad ordered Abu-Sa`id's decapitation to avenge the killing in 1457 of his great-grandmother Gowharshād, Shāhrokh's wife.  Abu-Sa`id's death prompted several contenders to vie for Herāt.  In 1470, after a series of battles with the Āq-Qoyunlu and Yadgār-Mohammad, in which Herāt was taken and lost, Soltān Hosayn Mirzā Bāyqarā (r. 1470-1506) captured the city for the final time and shortly thereafter defeated and executed Yādgār-Mohammad, finally eliminating the political fortunes of the line of Shāhrokh. 


To the west, the Āq-Qoyunlu had lost their expansionist impetus (see chap. 6, pp. 00-00), and the common frontier between the reduced Teymurid kingdom and the Āq-Qoyunlu remained relatively stable (see map 4).  In the northeast, however, the Ozbaks, a rising power, had encroached upon the Teymurid domain and were preparing to reclaim territories they believed the Teymurids had usurped.  The Ozbaks, descendants of Shibān, grandson of Changiz, considered Khorāsān and Transoxiana their ancestral fiefdom.


In 1506 Soltān Hosayn died as he marched to meet Mohammad-e Sheybāni (r. 1500-10), the Ozbak khān, who was poised to invade Khorāsān.  The task of defending Herāt fell to his sons Badi`ozzamān Mirzā (d. 1514) and Mozaffar-Hosayn Mirzā, but they proved no match for Mohammad-e Sheybāni, who entered the city in 1507.  The Teymurid empire in Iran and Central Asia was effectively extinguished, although another young Teymurid prince, Zahiroddin Mohammad Bābor (r. 1526-30), later entered India, where his descendants established the Mughal dynasty.


In terms of expansion and military campaigns, Soltān Hosayn's thirty-seven-year reign does not rate highly in Turco-Mongol annals.  According to Bābor, however, Herāt under Soltān Hosayn prospered for other reasons in the Persian world:  "The whole habitable world has no such town as Herāt became under Soltān Hosayn Mirzā, whose orders and efforts increased its splendor and beauty as ten to one--rather as twenty to one."
  


Soltān Hosayn himself was not devoid of literary talent (see cat. no. 41), and his refined taste was influential in the development of painting, architecture, calligraphy, and music in late fifteenth-century Herāt.  Intellectuals gathered around the soltān and his trusted friend and confidant `Ali-Shir Navā'i (1441-1501), an amir of the soltān.  Navā'i's circle of intimates included poets, historians, philosophers, and artists who would gather for prolonged intellectual and literary discussions lasting days and nights, in a setting enhanced by music, poetry, and wine.  Vāsefi, a poet at the Teymurid and later Ozbak courts, described in 1538 the beautiful setting of one of these gatherings, or majles, in a garden near the village of Pāzeh.  The guests included singers and musicians; poets, including Banā'i, Āsefi, Bokhāri, and Helāli (see cat. no. 126); writers and historians such as Hosayn-e Vāez-e Kāshefi and Mirkhānd; as well as the bookbinder Khalil and Mohammad-e Khāfi, a calligrapher.
  On another occasion Vāsefi described a majles organized by the vizier `Abdollāh-e Morvārid (see cat. no. 57), at which a lengthy debate took place among the assembled poets over the interpretation of a poem by the celebrated poet and mystic `Abdorrahmān-e Jāmi (1414-92).


Jāmi was held in such esteem in the eastern Islamic world that the Ottoman Soltān Bāyazid II (r. 1481-1512), in a letter addressed in eulogistic terms to the poet, stated, "The continuing days of prosperity and power, and the lasting years of royalty and kingship are dependent upon the benevolence and concurrence of the Sufis and mystics."  Accompanying the letter was a gift of a thousand gold coins, to which Jāmi in reply sent the following poem:

[EX]What is Jāmi to deserve that the overwhelming kindness of the king of Anatolia's largess should come to him unforeseen and unexpected?


No matter how hard his heart fled lucre, the king's purse of gold pieces seemed to him as soft as wax.

He became so rich in the end from these red [gold] tankas that, I fear, the love of money will make an assault on his heart.

[GT]
Intellectual gatherings were by no means the exclusive privilege of the soltān and his viziers; high-ranking officials and even artists themselves held their own salons.  The celebrated calligrapher Soltān-`Ali-ye Mashhadi, for example, sent a letter to one Teymurid prince urging him to come to a majles he was organizing; it was attended by musicians, calligraphers, and illuminators as well as other princes and learned men.
  The wide popularity of the majles among the elite classes is a reflection of the high degree of refinement and sophistication that prevailed in Teymurid Herāt in the waning days of the dynasty.


During this era of heightened cultural activity, manuscript painting reached new levels.  True to the Teymurid tradition, Soltān Hosayn and Amir `Ali-Shir Navā'i, who was wealthy in his own right, devoted considerable resources to the patronage of some of the most exquisite manuscripts ever produced.  Soltān Hosayn's long reign enabled an entire generation of painters and calligraphers to develop and mature, and the quality of their work paralleled the literary and architectural excellence of late Teymurid Herāt.  Every aspect of manuscript production was carefully planned and executed: paper was thick and well burnished; pigments were exotic and expensive, creating deep, lasting color.  In particular, detail painting acquired a sophistication never again achieved.  The dexterity, patience, and mastery of paint preparation required for such precise work were formidable, as was the skill required to control fine cat-hair brushes. 


The early champion of such refined miniaturization during this period was Mansur, the court painter of Soltān Hosayn's predecessor, Abu-Sa`id (see cat. no. 29).  He was followed by two painters of the next generation, his son Shāh-Mozaffar and the celebrated painter Behzād (ca. 1467-1535), each of whom contributed to the development of the late Herāt style of painting.  Shāh-Mozaffar was noted for the grace and movement of his work (see cat. no. 31) and for his portraiture (see cat. no. 36a); Behzād initiated complex spatial arrangements (see cat. no. 36c).  Presiding over these developments was the head of the royal library-atelier, Mirak-e Naqqāsh, a forceful and energetic figure who inspired his colleagues in the fields of calligraphy, illumination, and painting (see cat. no. 37).

Cat. No. 29. 

[CPT]CORONATION OF SOLTĀN HOSAYN MIRZĀ BĀYQARĀ

[CPB]Attributed to Mansur

Herāt, ca. 1469

Opaque watercolor, ink, and gold on paper

18.5 x 10 cm

[GT]"On Friday the tenth of the month of Ramazān of the year 873 [1469], he [Soltān Hosayn] proceeded from Takht-e Hāji Beyg to the garden of Zāghān and set foot on the throne of kingship, and by so doing the throne of the late Soltān Abu-Sa`id shed its splendor on the Turquoise Throne of the Sun and the Moon."
  So the historian Khāndamir (1475-1535) described the coronation of Soltān Hosayn Mirzā Bāyqarā, the subject of this illustration.


Persian painting of the fourteenth and fifteenth centuries flourished mainly within the context of manuscript illustration.  Historical events in manuscripts such as the Zafarnāmé (Book of victories; see cat. no. 21) were illustrated according to prevailing artistic conventions and an artist's perception of the descriptions found in the text, not from personal experience of actual events.  Occasionally a frontispiece would depict a prince and patron for whom the manuscript was made, set in a hunting or feasting scene, but there seems to be little precedent for the representation of a contemporary event such as depicted in this painting. 


In keeping with the tradition of Persian painting, the scene is idealized, yet it offers a glimpse of coronation customs practiced in Soltān Hosayn's time.  The ceremony is held in neither a lofty palace nor a religious building; in accordance with steppe custom, important festivities were often held outdoors.  The setting, the garden of Zāghān (Garden of crows), was famous for its "mild and perfumed air."
  Teymur had resided there after the conquest of Herāt, and later his son Shāhrokh made it his residence.  According to the chronicler Mirzā Mohammad-Haydar Dughlāt (1499-1551), Abu-Sa`id had established his court in this palace garden.


Depicted in the center of the gathering, Soltān Hosayn is seated on the throne, with the crown prince Badi`ozzamān Mirzā next to him.
  Behind the crown prince an officer holds the crown, and next to him another officer holds a parasol, an attribute of kingship.
  The parasol, sized to cover the crown and kept directly above it, is distinct from larger parasols carried for the king.


The throne incorporates a calligraphic panel with a poem announcing the prince's accession to the throne at the age of thirty-one.  It is a typical verse written for such a ceremony:  "Oh you by whose existence crown and throne are honored; Oh Soltān Hosayn, felicitous, young, and fortunate shāh."
  Below the panel is a cushion with an embroidered calligraphic inscription incorporating the standard proclamation of the Muslim faith:  "There is no god but God, Mohammad is his messenger."  The position of the soltān below the cushion implicitly represents him as the Shadow of God on Earth (Zellollāh) as he takes an oath to uphold the Muslim religion, to be just, and to serve his people.
  He holds a book, undoubtedly the Qorān, by which he must swear.  In front of him, a religious man, probably Qāzi Qotboddin Ahmad, the chief judge of Herāt since the days of Shāhrokh,
 recites from a prayer book.


The painting is particularly revealing in its details of court fashion.  The gold-embroidered pillow on the throne seems to be of Chinese silk.  The soltān wears a richly decorated green garment and headgear that fits Bābor's description of Soltān Hosayn:  "He was slant-eyed and lion-bodied, being slender from the waist downward.  Even when old and white-bearded, he wore silken garments of fine red and green.  He used to wear the black lambskin cap (qālpāq), but on a feast day would sometimes set up a little three-fold turban, wound broadly and badly, stick a heron's plume in it, and so go to prayers."


To the left of the throne stands a man with a black tunic.  His slightly hunched back is very similar to a portrait of Amir `Ali-Shir presently in the Mashhad shrine and inscribed as the work of a later painter, Mahmud-e Mozahheb (fig. 7).  Although Khāndamir recounts that Amir `Ali-Shir joined the soltān on the holy day of Fetr, some twenty days after this event, the painter might have thought it appropriate to represent Amir `Ali-Shir in the painting.


The brushwork is very fine, and the precision in the gold arabesques on the soltān's garment as well as on the dais, the depiction of the faces and overall design, and the detailed work in the architectural decoration all point to the work of a court painter.  Such a painter could hardly have been attached to Soltān Hosayn's retinue as the ruler campaigned in Khorāsān in pursuit of the throne but was perhaps attached to his predecessor, Abu-Sa`id.  Mohammad-Haydar Dughlāt's account on the painters of Herāt (see p. 20, below) reveals that Mansur was the court painter of Abu-Sa`id.  Soltān Hosayn no doubt appropriated Mansur for his own court's artistic pursuits.
 


Mohammad-Haydar Dughlāt praised Mansur's fine brushwork, which he compared to that of his son, Shāh-Mozaffar.  Other elements of the father's style can be detected in his son's work, particularly in his detailed architectural decoration, shaded brickwork, style of faces, and calligraphic panels.
  Perhaps the most apparent influence, however, is the compositional device whereby Mansur grouped figures in slanted rows of twos and threes along the sides of a painting.  This scheme would become a hallmark of Shāh-Mozaffar's style (see cat. no. 36a, fig. 11).

[PP]Provenance: The tattered margins bear the signature of two Mughal librarians, Mohammad Sāleh and `Abdollāh Chelebi.  The same librarians acknowledged receipt of the Golestān of Amir `Ali-Shir (see cat. no. 36), and one might therefore assume that this painting was once part of a manuscript in the Mughal imperial library.  At some point it was severely damaged, including insect and vermin attacks that left large holes in the margin.

Published:  Sotheby's, Oct. 9, 1979, lot 198

Cat. No. 30. 

[CPT]COLOPHON 

[CPB]Signed by `Abdollāh-e Tabbākh-e Heravi

Probably Herāt, dated A.H. 875/1470

Ink and gold on paper

Text 9 x 14.1 cm

[GT]This colophon is the last part of a calligraphic exercise (mofradāt) whose aim was the writing of the basic forms of a letter in conjunction with other letters.  Such an exercise defined the complete range of a script (almost equivalent to a font in modern typesetting), which in this case must have been reqā`, judging by the colophon script.  This document set the style of the master and would be a model for his pupils.  


The calligrapher `Abdollāh-e Tabbākh-e Heravi, a native of Herāt, remained in Teymurid domains throughout his career, moving between Samarkand and Herāt.
  The colophon, inscribed the "first ten days of Zol-hajjé 875 [1470]," is his last known dated work.  By 1470, Soltān Hosayn had succeeded Abu-Sa`id, and many talents had once again converged on Herāt.  `Abdollāh spent his later years in the city and probably produced this calligraphy there; another example of his work, dated A.H. 873/1468 and signed `Abdollāh-e Heravi, states that it was done in Herāt.


`Abdollāh was the pupil and son-in-law of Ja`far-e Bāysonghori (act. first half fifteenth century) and a master of traditional scripts as well as the then-developing nasta`liq.  Among his many talented pupils was the vizier to Soltān Hosayn, Shahāboddin `Abdollāh-e Morvārid (see cat. no. 57).

[PP]Provenance:  Ahmad Soheyli collection

Published:  Qāzi Ahmad-e Qomi, Golestān-e honar (Garden of talents), ed. A. Soheyli (Tehrān: Bonyād-e Farhang-e Iran, A.H. 1352), pl. 27

Cat. No. 31. 

[CPT]HAREM OF SOLTĀN HOSAYN MIRZĀ BĀYQARĀ 

[CPB]Attributed here to Shāh-Mozaffar 

Herāt, dated A.H. 886/1481

From a Divān of Amir Khosrow Dehlavi 

Opaque watercolor, ink, and gold on paper

Page 30.4 x 19.9 cm, illustration 25.8 x 14.6 cm 

[GT]This painting is the earliest work attributable to Shāh-Mozaffar (see discussion under "The Court Painters of Herāt," below).  Its date is incorporated in the inscription on the building:  "By the order of the great soltān, the exalted khāqān, the great warrior, Soltān Hosayn Bahādor, may God make eternal his kingdom; in the course of the year 886 [1481]."


The painting gives a rare glimpse into the harem of a Teymurid soltān.  Soltān Hosayn is shown wearing his favored headgear adorned with a black heron feather (see cat. no. 29) and holding an agate wine cup inscribed with his name (see cat. no. 32).  Members of his harem, both wives and concubines, are seated in the balcony, accompanied by two female musicians playing a tār, a stringed instrument, and a dāyeré, a drum.  The young boy at the balcony is most probably Mozaffar Hosayn Mirzā, of whom Bābor says:  "Mozaffar-Hosayn Mirzā was another [of Soltān Hosayn's sons]; he was his father's favorite son, but though his favorite, he had neither accomplishments nor character.  It was Soltān Hosayn's over-fondness for this son that led his other sons into rebellion.  The mother of Shāh Gharib Mirzā and of Mozaffar-Hosayn Mirzā was Khadijé Beygom, a former concubine of Soltān Abu-Sa`id Mirzā."
  The woman in a green robe next to the young boy with a blue cap might be his mother, Khadijé Beygom, the harem's dominant figure.
  Both are seated in a place of high honor closest to the soltān. 


Despite the soltān's preeminent position, the focal point of the painting is a group of women dancing below in a circle.  In contrast to the usual stasis of Teymurid painting, the figures are depicted in motion, each in a different position.  The lively scene differs from the rigid and conservative style practiced by previous Herāt painters in the ateliers of Shāhrokh and Bāysonghor.  The architectural detail and the carved wood panel in the center are impeccably drawn.  Above the wood panel, a rendering of blue tile incorporates an exquisite arabesque design in gold, which is reminiscent of the decoration on the dais in Coronation of Soltān Hosayn Mirzā Bāyqarā (cat. no. 29), which is attributed to Shāh-Mozaffar's father, Mansur. 


Shāh-Mozaffar used thick paint to create relief in the women's robes, white veils, and headbands, and in the blossoms on the cherry tree.  The paint is heavy and well burnished throughout the painting, but judging by the almost complete flaking of the green floor (now restored) and the deterioration of some of the star-shaped tiles in the brickwork, the young Shāh-Mozaffar had not yet mastered the technique of paint preparation for all colors. 


Poetry (ghazals) on the reverse suggest that this page was detached from an as-yet unidentified manuscript of Amir Khosrow Dehlavi's Divān (Collected poems).  As the painting covers almost the full page and is unrelated to the text, it may have been added at a later date.  The nasta`liq script on the verso is very close in style to the calligraphy of Soltān-`Ali-ye Mashhadi seen in the 1468 Golestān (cat. no. 214) and the 1486 Golestān (cat. no. 36). 

[PP]Provenance:  S. Nasseri, Paris 

Cat. No. 32. 

[CPT]WINE CUP OF SOLTĀN HOSAYN MIRZĀ BĀYQARĀ 

[CPB]Herāt, dated A.H. 874/1470

Carved agate 

H. 5.5 cm

[GT]Wine drinking was a passion that claimed many lives among the Turco-Mongol elite, especially in the house of Teymur.  Among the sumptuous wine vessels created during the Teymurid era, none equals this agate cup in purity of design, brilliance, and sheer elegance.  Inscribed with the name of Soltān Hosayn, the cup has the same shape as the one depicted in Harem of Soltān Hosayn Mirzā Bāyqarā (cat. no. 31) and is testimony to the soltān's refined taste.  Its beauty is best described by the verses carved on the rim:  

[EX]

This cup, which gives good news of rose-colored wine, is [worth] more than a thousand of Jamshid's goblets.  When it is filled with rosy wine, you would say it is a cloud lit by the brilliance of the sun.


This cup, which you can see pouring draughts like a cloud, is a sea with whirlpools on every side. No, no, since it is constantly full of agate wine, it is a mountain that is a mine of molten rubies.

[GT]
Inscriptions in the side cartouches read:  "For the treasury of the exalted soltān, lord of the Arab and Iranian rulers, the warrior of holy wars, Soltān Hosayn Bahādor, may God make eternal his kingdom."


On the bottom, the date A.H. 876/1470 is carved with the standard mark of Soltān Hosayn's reign, the undeciphered inscription behbud (which was also minted on his coins).  The Armenian dealer-collector Sakisian, who purchased this cup in Turkey in the early twentieth century, suggested that the cup might have been taken there by Badi`ozzamān Mirzā (d. 1514), the son of Soltān Hosayn who ended his days at the Ottoman court.

[PP]Provenance:  A. Sakisian

Published:  A. Sakisian, "A propos d'une coupe … vin en agate au nom du sultan timuride Hussein Ba‹cara," in Syria (1925), pp. 274-79; Lentz and Lowry, no. 150

Cat. No. 33. 

[CPT]STAR-SHAPED TILE 

[CPB]Greater Khorāsān, fourth quarter 15th century

Overglaze paint on clay in the cuerda seca (dry cord) technique

Diam. 9.4 cm

[GT]Ceramic tiles such as this were used as decorative elements incorporated into a brick facade in a diagonal pattern (see cat. nos. 31, 35).

Cat. No. 34. 

[CPT]PAIR OF DOORS

[CPB]Probably Māzandarān (northern Iran), ca. second half 15th century

Carved wood 

188 x 86 cm

[GT]The design and execution of this pair of doors closely follow those of a wooden cenotaph from the shrine of Abol-Qāsem, ordered in 1473 by a local dynast Gostaham, of the Bādospanid rulers of Māzandarān.
  A cenotaph dated A.H. 884/1479 (and door) of similar design can be found at the shrine of Emāmzādé Sāleh, also in Māzandarān.
  Situated on the southern coast of the Caspian Sea, Māzandarān is one of the few provinces of Iran with extensive wooded areas and thus had a substantial woodworking tradition.  Māzandarān was traditionally of Shi`a tendency, and many Emāmzādé shrines were built in the area.  


The Shi`a affiliation of the maker of this door is manifest in the four-panel inscriptions.  A saying attributed by the Shi`a to the Prophet Mohammad is carved on the two top panels:  "I am the city of knowledge and `Ali is the gate."  For the two bottom panels, the artisan composed a couplet restating his Shi`a affiliation and identifying himself as "Mohammad the follower of Ahmad, and a carpenter originally from Lavāsān."  Ahmad being one of the names of the Prophet, the carpenter was perhaps making an allusion that referred to both the prophet and Ahmad, reputedly a carpenter from the city of Sāri in Māzandarān.

[SH1]The Court Painters of Herāt 

[SH2]Shāh-Mozaffar and Behzād

[GT]Cherished as treasures or offered as presents to kings and princes, luxury manuscripts were never widely circulated nor intended for popular reading.  Rulers shared the privilege of their production with a small circle of powerful and wealthy princes and amirs.  In times of military defeat or retreat manuscripts were often the few precious items kept when princes were forced to abandon their treasuries.


Scribes, administrators, and historians were more familiar with calligraphy, which they used in their daily functions, than with manuscript paintings, which were usually preserved in the treasury and relatively inaccessible.  Thus their commentaries on painters and painting are generally stereotyped and minimally descriptive.  A contemporary historian, Khāndamir (1475-1535), writing on the celebrated painter Behzād (ca. 1467-1535), said:  "Master Kamāloddin Behzād is the originator of novel designs and rare artforms.  His Māni-like brushwork overwhelmed all other painters."
  Such encomiums give little information on the style and merits of the painter, who would become the head of the royal library-workshop in Safavid times (see chap. 7A).  Behzād was perhaps too old to be very active by that time, but his presence and reputation guided the development of both the older and younger Safavid painters which would lead to a new painting style in the early sixteenth century.  For Persian chroniclers, Behzād became the ultimate painter, and his name replaced that of the prophet Māni (third century A.D.) as the painter to whom all others were compared.  Thereafter many paintings were spuriously inscribed with Behzād's name in an effort to increase their value, leading to much confusion in the task of identifying his authentic works.


Fortunately a magnificent manuscript of the Bustān (The orchard) of Sa`di, dated A.H. 893/1488 and now in the General Egyptian Book Organization, Cairo (Adab Farsi 908), contains four signed works of Behzād; his signatures are incorporated into architectural structures in the paintings and therefore considered authentic.  Based on these paintings, a number of works, including Sa`di and the Youth of Kāshghar (cat. no. 36c), have been attributed to him.


The identification of other late fifteenth-century Herāti painters is more elusive, as information on them is extremely scarce.  The only truly useful text is one written by Mirzā Mohammad-Haydar Dughlāt (1499-1551), a maternal cousin of the Mughal emperor Bābor.  Mohammad-Haydar Dughlāt was a military commander serving the khāns of Kāshghar as well as Bābor's sons, Kamrān Mirzā in Lahore and Emperor Homāyun in Agra.
  In 1540 he established himself as the independent ruler of Kashmir, where he compiled the Tārikh-e Rashidi (Rashidi chronicles).
  An interesting section describes the painters of Herāt under Soltān Hosayn.  Of Behzād he said:

[EX]

He is a master of depiction, although his hand is not so delicate as Shāh-Mozaffar's.  The latter's brush is more forceful . . . but the former's overall design (tarh) and composition (ostokhānbandi) are better than his.  Long ago in the time of the Hulāgid khāns [i.e., the Jalāyerids]
 ruling in `Erāq,
 there was Khājé `Abdol-Hayy.  The practitioners of this art believed that he had a God-given talent. . . . In purity of brush, fineness, and solidity, indeed in all characteristics of painting, he has had no equal.  After Khājé `Abdol-Hayy there were Shāh-Mozaffar and Behzād.  After them, until our own day, there has appeared no one.  They were both protégés of Amir `Ali-Shir.

[GT]Noteworthy is his entry on Shāh-Mozaffar, a particularly elusive painter:

[EX]

He is the son of Master Mansur.  There was no better [painter] during the reign of Soltān Abu-Sa`id.  In this art [Mansur] is a master; he has a fine, thin brushwork, and aside from Shāh-Mozaffar, no one else has had such a fine brushwork; however, it is slightly stiffer [than Shāh-Mozaffar's].  His combat scenes are extremely powerful.  Nevertheless, Shāh-Mozaffar surpassed him many times over.  His brush is extremely fine, pure, and possesses such grace and maturity that the eye of the beholder is amazed.  He passed away at the age of twenty-four.  During his lifetime he finished seven or eight scenes, and some of his pen and ink drawings are to be found here and there; they are highly valued by the masters of this art.

[GT]
In his short life Shāh-Mozaffar did not generate enough works and pupils to carry a precise understanding of his work to the Safavid court.  Two drawings in the famous Bahrām Mirzā Album (Topkapi Sarāy Library, Istanbul, H.2154), prepared in the mid-sixteenth century, bear attributions to him.
  Although attributions in the album  for works of the first half of the sixteenth century seem to be accurate, those to Shāh-Mozaffar are not acceptable, as stylistically both drawings should be considered early fifteenth century.


Mohammad-Haydar Dughlāt's commentary can be considered more reliable.  A painter himself, he received instruction from Darvish Mohammad, a pupil of Shāh-Mozaffar.
  His account is valuable not only for his perspective as a practicing painter but for his link to Darvish Mohammad, who had direct contact with the Herāt painters.  Mohammad-Haydar Dughlāt's numerous stylistic comments, encountered in no other source, seem to derive from firsthand experience of seeing and comparing the works of many artists while he was in Lahore and Agra (and perhaps even in Kābol, where as a young child he was taken into custody by Bābor in 1509).  Judging by his comments on Behzād, in which he emphasized the artist's ability in "composition" and "overall design," Mohammad-Haydar Dughlāt appears to have been an astute observer, since Behzād's greatest achievement is generally recognized as his mastery of spatial organization and design.


  Mohammad-Haydar Dughlāt's description of Shāh-Mozaffar provides several criteria for recognizing the artist's work:  one needs to identify a small body of work ("he finished seven or eight scenes"), painted by the same hand and produced in a short time span, coming to an abrupt end sometime in the last quarter of the fifteenth century ("he passed away at the age of twenty-four").  In light of this, a group of paintings should be reconsidered for attribution to Shāh-Mozaffar: 

[EX]

Harem of Soltān Hosayn Mirzā Bāyqarā, from a dispersed Divān of Amir Khosrow Dehlavi, dated A.H. 886/1481 (cat. no. 31)

Homāy and Homāyun Entertained, from a Homāy-o Homāyun, circa 1483-85 (fig. 8) 

Homāy Hunting, from a Homāy-o Homāyun, circa 1483-85 (fig. 9)

Camp Scene, from a Layla va Majnun of Amir `Ali-Shir Navā'i, circa 1485 (fig. 10)

Shirin Receiving Khosrow in Her Palace, from a Khamsé of Amir Khosrow Dehlavi, dated A.H. 890/1485 (fig. 11)

The Two Wrestlers, from a Golestān dated A.H. 891/1486 (cat. no. 36a)

[GT]
Except for cat. no. 31, these paintings have been previously published as the work of Soltān Hosayn's atelier;
 two have been previously attributed to Behzād.
  Produced in a span of six years, from 1481 to 1486, the works share common characteristics and a stylistic continuity that strongly suggest the hand of one artist, but most certainly not Behzād's. 



 Behzād's subdued palette, marked by an underlying grayish tone visible in the blues, greens, and pinks, is perhaps even melancholy in character (see fig. 12).  His landscapes are always barren and deserted; trees are depicted with crooked branches and no leaves.  For example, a distinctive crooked branch with a sharp angle, almost a signature motif, recurred throughout Behzād's career (see fig. 13).
  By contrast, Shāh-Mozaffar's palette is bright and exuberant, and his landscapes lush with blossoming flowers (fig. 10).  Even his deserts have flowering bushes (fig. 9).  The cherry tree intertwines with the apple tree, as lovers in springtime (fig. 11). 


The Harem of Soltān Hosayn Mirzā Bāyqarā (cat. no. 31) depicts the soltān surrounded by his wives, looking down on a group of dancers and musicians.  The painting has an energy and movement that are most unconventional for traditional Teymurid manuscript painting.  The son of the court painter Mansur (see cat. no. 29), Shāh-Mozaffar was perhaps raised in close proximity to the soltān's household, and it would have been a likely subject for him.  The dancing girls are drawn with a distinctive rhythmic vitality.  Each movement vibrates against the stillness of the rest of the composition, as the dancers' hands reach up and their bodies turn.  The same trait is apparent in the elegant, curved upper bodies of men in action (the old man in cat. no. 31 and the riders in fig. 9).


In addition to palette, other aspects of the paintings in this group are characteristic of Shāh-Mozaffar, particularly the facial features of the women, whose seductiveness and beauty are symbolized by what is synonymous with beauty in the Persian language, i.e., a "moon face" (māhru).
  The women in cat. no. 31 and figs. 8, 10, and 11 have thick, arching eyebrows and wear white transparent veils.  The old maid holding Layla in fig. 10 appears in the lower left corner of fig. 11.  Unlike Behzād, the artist, according to Bābor, drew the faces of beardless men with great skill, as in cat. no. 36a (see detail, p. 00).


Shāh-Mozaffar favored a different concept of spatial organization than Behzād, who excelled in layering intricate architectural planes into two dimensions, including several views in the same scene.  Each person is neatly placed in position with almost no overlapping.  By contrast, Shāh-Mozaffar clustered figures in rows of two or three, on a diagonal.  The rows themselves form a larger cluster, as in cat. nos. 31, 36a, and fig. 11.  He also tended to place figures at the very bottom of a page, cutting their silhouettes in half, a practice almost categorically avoided by Behzād.


 Shāh-Mozaffar's traits are also found among architectural elements, where he favored the depiction of patio floors in plain brick, usually green, with the bricks shaded on one side (cat. nos. 31, 36a, figs. 8, 10, 11), and pentagonal indigo blue tiles with gold decoration.  His red fences are usually tall and rigid, their tops displaying a feature seldom used by other artists:  square elements with four extra triangles cut in the sides, yielding the shape of an eight-pointed star.
  Shāh-Mozaffar was a virtuoso of miniature lattice woodwork, surpassing even Behzād in the exactness of his designs and drawings.


In its precision and delicacy of execution, The Two Wrestlers shows a fully developed style and a level of refinement surpassing the other works here attributed to Shāh-Mozaffar.  A painting attributed to Behzād and dated A.H. 887/1482, Nezāmi Addressing His Son Mohammad (see fig. 15), offers an interesting comparison of the two artists' works.  If we assume that Shāh-Mozaffar died at the age of twenty-four, soon after the execution of The Two Wrestlers, he must have been eighteen or nineteen when he painted The Harem of Soltān Hosayn Mirzā Bāyqarā.  Behzād was probably of similar age when he painted Nezāmi,
 and while the painting displays relatively good brushwork, it does not have the dynamic design of Shāh-Mozaffar's harem scene.  


Behzād and Shāh-Mozaffar also excelled in the depiction of monumental and ornamental calligraphic inscriptions in their paintings.  Behzād's inscriptions testify to his assiduous apprenticeship under the tutelage of his master, Mirak, a painter and calligrapher who reputedly designed monumental inscriptions for numerous buildings.  Shāh-Mozaffar's ability with the pen compares favorably to Behzād's, and his training in calligraphy perhaps paralleled his apprenticeship in painting.  Both painters practiced the classical scripts--reqā`, reyhān--and avoided nasta`liq, as yet apparently mastered by only a few calligraphers.  Behzād favored the use of an inscription over doorways (mostly on secular buildings), "yā mofattehol-abvāb" (oh opener of the gates), in which the "lām-alef" (l-a combination) was invariably in the reqā` script (fig. 14).   Shāh-Mozaffar followed the same formula in The Two Wrestlers but favored reyhān, a more angular script.


The Mughals, descendants of the Teymurids who established an empire in India, consciously and systematically collected Teymurid memorabilia.  Numerous Teymurid manuscripts bear seals and commentaries of the Mughal emperors, among them Jahāngir (r. 1605-27), who took pride in recognizing the work of different artists.  An inscription in Jahāngir's hand at the front of a 1486 Golestān (cat. no. 36) indicates that an attribution to Behzād made later in an inscription on The Two Wrestlers (cat. no. 36a) was not firmly accepted at the Mughal court:  "After second thoughts, it became apparent that all five [sic]
 paintings of this precious manuscript are the work of the incomparable Shāh-M[ozaffar], otherwise known as the master's son (ostād-zādé)."  Although the inscription after the initial character of Mozaffar has been cut off, the word "master" clearly refers to Shāh-Mozaffar's father, the painter Mansur,
 and the incomplete name can be read as Mozaffar. 

Cat. No. 35. 

[CPT]THE BIRTH OF A PRINCE 

[CPB]Attributed here to Behzād

Herāt, ca. 1485

Opaque watercolor, ink, and gold on paper

Illustration 18.2 x 10.6 cm

[GT]This painting has been slightly cropped both on the left-hand side and at the bottom.  In its present state no text is visible, and the manuscript to which it once belonged remains unidentified.  The regal attire of the man in the lower left corner, who holds a red-pink newborn baby, suggests that the painting represents the birth of the Sāsānian king Bahrām as recounted by the poet Nezāmi (circa 1140-1201).  The story tells that Bahrām's father, Yazdgerd, entrusted the education of his son to the king of Arabia, No`mān, who in this painting would be the figure holding the infant and wearing the crownlike headgear in contrast to the turbans worn by the others, including Yazdgerd.
  The setting is that of a fifteenth-century Herāt court, and according to custom an astrologer is present to foretell the fortune of the child; his book and astrolabe rest on the carpet before him.  


According to the historian Khāndamir, Behzād "was the originator of novel designs."
  Nevertheless, in the tradition of all Persian artists, he made use of extant compositional schemes in his own paintings.
  A work that can be considered his masterpiece, a double-page illustration to the Hasht behesht (Eight paradises) manuscript in the Topkapi Sarāy Library, Istanbul (H.676),
 is a repetition of a hunting scene inserted in a Selselatozzahab manuscript now in the State Public Library, St. Petersburg (Dorn 434), prepared half a century earlier.
  He is also known to have introduced individual elements from an existing design, sometimes of his own creation, into a new setting.
 


The present picture includes many features used by Behzād in other paintings.  The composition of a seated man with two diagonal rows of elderly men on both sides was used in Nezāmi Addressing His Son Mohammad, dated A.H. 887/1482 and attributed to Behzād (fig. 15).
  The same arrangement appears in Reunion of the Sufis in a Garden
 in an Amir `Ali-Shir Navā'i manuscript dated 1485 (Bodleian Library, Oxford, Ms. Elliot 339, fol. 95v), and in Alexander and the Seven Sages
 in a Nezāmi manuscript dated 1494 (British Library, Or. ms. 6810, fol. 214).  Many of the figures reappear in robes of different colors while maintaining similar juxtapositions to their neighbors.


In terms of architectural decoration the tiled building in this painting closely parallels the one drawn in the double-page frontispiece of the Bustān manuscript in Cairo, dated A.H. 893/1488 (General Egyptian Book Organization, Adab Farsi 908).
  While in the Cairo manuscript the view is frontal and from above, here the building is viewed from below.  The divisions on the side wall and the doorway in the central section closely match those in the Bustān painting.  In addition, the door in the Bustān frontispiece is almost an exact replica of the one depicted here.  It incorporates written panels on the top and bottom which are cleverly designed as mirror images.  The geometric kufic inscription at the top right reads "bārek Allāh" (God bless you); the bottom right panel reads "mobārak bād" (may it be fortunate).  On the left, the top panel reads "mobārak bād," the bottom panel, "bārek Allāh."
  In one of Behzād's signed paintings in the Cairo Bustān, The Seduction of Yusof (fol. 52b), the ivory inlay decoration is repeated on the top doors and the geometric kufic inscription "mobārak bād" is incorporated as a panel in the design of the bottom door. 


Other inscriptions in the present picture are similar in style and content.  They are found in five places:  above the doorway, in reyhān script:  "Praised be God for his favors"; above the gateway, in sols:  "Glory and fortune"; above the left window, in ornamental kufic:  "We worship nobody but him"; and on top of the front window, in kufic:  "Kingdom, glory, and eternity."  The monumental inscription in reqā` script on the top reads:  "The castle of your thoughts would stand so tall that no bird other than the homāy
 could cast a shadow upon it."


Monumental inscription programs, in choice of text as well as calligraphic representation, vary from one artist to another and, in the absence of signatures, become valuable clues in the identification of an artist.  Behzād's skill in calligraphy allowed him to include many more calligraphic panels than any of his contemporaries,
 and the quantity, variety, and execution of the panels in this painting point toward Behzād.

[PP]Provenance:  H. Mahboubian collection

Cat. No. 36a-c. 

[CPT]GOLESTĀN OF SA`DI 

[CPB]Copied by Soltān-`Ali-ye Mashhadi for Amir `Ali-Shir Navā'i

Herāt, dated A.H. 891/1486

79 folios with 3 illustrations 

Nasta`liq script

Opaque watercolor, ink, and gold on paper

Page 23 x 15.7 cm, text panel 15.5 x 9.8 cm

[GT]The Mughal emperor Shāh Jahān (r. 1628-58), builder of the Tāj Mahal, chose for his personal use this luxurious Golestān manuscript.  Written in Persian by the poet Sa`di, the Golestān (Rose garden) is to Persian what Shakespeare's works are to English, a touchstone to be read, reread, and quoted.  On the second page Shāh Jahān wrote in Persian, the language of his court, an inscription conveying his pleasure and admiration for the manuscript:  

[EX]

In the name of God the merciful and the compassionate, this Golestān, whose spring is forever pleasant and whose beauty in calligraphy and illustration is unique, from the personal library of my illustrious father has entered my library, on this day, the twenty-fifth of the month of Bahman-e Elāhi, corresponding to the eighth of Jomādā II of the year [A.H.] 1037, which is the day of my enthronement.  And since it is most precious, I have selected it for my own reading.  Written by King (pādshāh) Shahāboddin Mohammad Shāh Jahān, son of King Jahāngir, son of King Akbar the warrior of holy wars."

[GT]
Shāh Jahān was just one of this book's illustrious owners who recorded their appreciation in such inscriptions.  His father, Jahāngir (r. 1605-27), earlier had written on the same page:  

[EX]

God is great (Allāho akbar)

On the fifth of Āzar of year one [first regnal year], it has entered my library.  Written by Nuroddin Jahāngir son of King Akbar.  And this Golestān was that of my grandmother, who later gave it to my illustrious father.  His excellency my father had an immense liking for this book, and I too consider it my most cherished book.

[GT]On the last page, next to the colophon, he also wrote:  "This is one of my earliest books.  I read it constantly.  Written by Nuroddin Jahāngir son of King Akbar."


Cherished by generations of Mughal emperors, this manuscript was copied during the reign of Soltān Hosayn Mirzā Bāyqarā, a distant Teymurid grandcousin.  Jahāngir's grandmother Hamidé Bānu
 may have acquired the manuscript while in exile at the Safavid court.  She gave it to Akbar (r. 1556-1605) who, although reputedly illiterate, nevertheless was highly appreciative of precious manuscripts. 


The most renowned artists of Herāt collaborated to produce this manuscript, including the painter Behzād and the calligrapher Soltān-`Ali-ye Mashhadi, who would later participate in the production of the magnificent Cairo Bustān manuscript of 1488 for Soltān Hosayn.
  Because of its similarity to the Bustān, it has been mistakenly assumed that this manuscript was also copied for Soltān Hosayn.  But a manuscript produced in the royal atelier would necessarily have borne some indication to that effect: a rosette mentioning the soltān's name, or a double-page frontispiece like the Bustān (which incorporates a design with a cartouche bearing Soltān Hosayn's name), or the soltān's name mentioned on a building inscription, or a hint in the colophon such as the term al-kātebossoltāni (royal scribe).
  Not one of these is found here.  In size and spirit the Golestān is for a connoisseur of refined taste with the means to support the production of a high quality manuscript.  A likely patron could be the powerful and wealthy Amir `Ali-Shir Navā'i, the soltān's longtime companion.  The first painting, The Two Wrestlers (cat. no. 36a), contains an indication of his patronage.  One courtier is singled out; he stands in the center, closest to the soltān, the confidant's traditional position.
  The silhouette of the courtier is very similar to a figure in Coronation of Soltān Hosayn Mirzā Bāyqarā (cat. no. 29) and to a portrait of Amir `Ali-Shir in the museum of the Astān-e Qods-e Razavi, Mashhad (see fig. 7).  An inscription on the Mashhad painting identifies it as a portrait of Amir `Ali-Shir by the painter Mahmud-e Mozahheb.
  Although such inscriptions can be unreliable, the distinctive humped back of the man represented in all three paintings seems to confirm that this is a portrait, however idealized, of Amir `Ali-Shir. 


At the court of Soltān Hosayn, `Ali-Shir's official title was that of a member of the high council of the state (amir-e divān-e a`lā), but unofficially he was the second most powerful man in the kingdom.  This privileged position was due to a long history of family ties and service to the Teymurids.  `Ali-Shir's maternal grandfather had served Bāyqarā Mirzā, Soltān Hosayn's grandfather.
  Soltān Hosayn and Amir `Ali-Shir were once classmates, and their bond was further strengthened by a foster brotherhood relationship (kukaltāsh).
  `Ali-Shir was a trusted companion, and with his tacit approval, appointments and favors were granted to many state officials.  He was for all practical purposes the éminence grise of Herāt.


Among those promoted by `Ali-Shir was a professional bureaucrat named Majdoddin Mohammad (d. 1494), the minister in charge of official correspondence and decrees (divān-e resālāt) and fiscal affairs.  He championed some fiscal reforms that brought him into conflict with the Turco-Mongol nobility, including `Ali-Shir, who had been granted certain fiscal privileges.
  Whatever rationale supported his policies, it seems that their chief beneficiary was Majdoddin himself who, according to the historian Khāndamir, amassed a considerable fortune in the exercise of his functions.
  Khāndamir detailed the Majdoddin episode in his Dasturol-vozarā (Chronicle of the viziers) and repeatedly deplored Majdoddin's ambitious plotting to dislodge `Ali-Shir.
  Such a devious attitude toward his mentor and protector did not sit well with Khāndamir, nor with the painter Shāh-Mozaffar, whose families had long served the Teymurids.  But Soltān Hosayn, hard-pressed for revenues, was willing to listen to Majdoddin's proposals.


Eventually, in the continuing struggle between Persian administrators and Turkish amirs, greed and arrogance caused Majdoddin's downfall.  He was arrested, removed from office, required to pay a hefty ransom to obtain his release, and mysteriously slain while on his way to a pilgrimage.  Soltān Hosayn, upon seeing the riches (including precious manuscripts) amassed by Majdoddin, exclaimed:  "Our expectations from him [Majdoddin] were such that should he have come across precious objects, he should have presented them to us."
  In view of these expectations, it is possible that Amir `Ali-Shir intended to offer the manuscript as a present to Soltān Hosayn, perhaps to remind him of Majdoddin's treachery.


To create this manuscript `Ali-Shir would have gathered the most famous artists of Herāt:  Behzād and Shāh-Mozaffar, and most probably Hāji Mohammad.  The first two were protégés of `Ali-Shir; the third headed his own atelier.
  The double-page illuminated frontispiece bears an attribution to Yāri "the gilder."  In general, later attributions in this manuscript are not dependable, but the fine quality of this frontispiece supports giving it to Yāri, the most highly regarded illuminator of the period.


The colophon reads:  "The writing of this book was achieved by the help of God the donor, by the hand of the sinful slave Soltān-`Ali the calligrapher (al-kāteb), may God forgive his sins, in the month of Moharram of the year 891 of the hejira."  While the paintings and illuminations of this manuscript are comparable to the best ever produced in Herāt, the calligraphy by Soltān-`Ali-ye Mashhadi, the most celebrated calligrapher of his time, is not.  In a much earlier manuscript (see cat. no. 214), his style was weak and immature.  Here he produced an elegant script, yet it still lacks the refinement and beauty achieved by some of his own pupils and contemporaries such as Mir `Ali-ye Heravi, Soltān-Mohammad-e Nur, and Mohammad-Qāsem-e Shādishāh (see cat. nos. 206g, 58, and 74).  Soltān-`Ali's fame and popularity might be due to his high standing at court and his social activities.
  He held his own salon and entertained princes and amirs as well as artists.  Such interactions did not appeal to all artists, some of whom chose to work in a more humble and assiduous manner.  Behzād himself apparently refrained from attending these events.  Soltān-`Ali, in a poem addressed to Behzād, deplored his indifference to the gatherings:  "My dear, cherished son Behzād used to visit me from time to time.  He is my life personified, but for a lifetime now he has not thought of me."

[PP]Historical provenance:  Hamidé Bānu (mother of Akbar, who referred to her as Maryam Makāni); Akbar; Jahāngir; Shāh Jahān 

Seals and signatures of Mughal librarians:  Bahādor the librarian, received in Srinagar, forty-second regnal year [of Akbar, 1598]; from Mollā Sāleh to Chelebi Khān in the third regnal year of Jahāngir, 1608; from Shahāb to Marjān (certified by Mohammad Sāleh) in the twenty-third regnal year, `Abdollāh Chelebi in the twenty-sixth year; Soheyl (eleventh regnal year [of Shāh Jahān, 1638], priced at five thousand rupees, refers to the acquisition by Maryam Makāni); Mohammad-`Ali Shāh Jahāni; Anbar, in the fortieth regnal year [of Owrangzib?] (certified by Mohammad-Sādeq), Mohammad-Bāqer in the forty-first regnal year (certified by Mohammad-Rashid); from Mohammad-Bāqer to Mohāfez Khān in the third regnal year [probably Shāh `Ālam]; Khājé Helāl; Hāji Fazlollāh

Modern provenance:  Hosayn son of Hedāyatollāh in 1875; Yervant, Company Telefiān;
 Baron Edmond de Rothschild collection; then inherited by his son, Maurice, and grandson, Edmond; John Goelet

Published:  E. de Lorey, "Behzād: Le Gulistan Rothschild," Ars Islamica 4 (1937), p. 123; I. Stchoukine, Les peintures des manuscrits timurides (Paris: Librairie Orientaliste Paul Geuthner, 1954), p. 72; E. J. Grube, The Classical Style in Islamic Painting (Lugano: Edizioni Oriens, 1968), no. 36; Lentz and Lowry, p. 285

[SAT]36a. The Two Wrestlers [SOL](fol. 21r) 

[CPB]Attributed here to Shāh-Mozaffar

Illustration 15.5 x 9.8 cm

[GT]Shāh-Mozaffar chose a story from the Golestān that perhaps best exemplifies the ingratitude of Majdoddin toward his mentor Amir `Ali-Shir.  The story is about a champion wrestler who, having mastered 360 techniques, used a new one every day.  As he developed a liking for one of his students, he taught him all 360 holds but one.  The student, blinded by ambition, claimed that he could defeat his master.  The soltān organized a test, whereupon the champion used the one untaught technique to vanquish the ungrateful student.


According to Sa`di's story, "the pillars of the state and the noblemen" gathered to watch the wrestling match.  Thus the painter portrayed the amirs and other court officials in attendance to the soltān.  Among these, one man, probably `Ali-Shir, is singled out and depicted closest to the soltān.  As in the Coronation of Soltān Hosayn Bāyqarā (cat. no. 29) and the Mashhad painting (see fig. 7), `Ali-Shir is portrayed in turban and gown, much in the manner of a Persian administrator, and without the sword and boots of a Turkish amir, in keeping with his identification in Islamic thought as a man of the pen, not the sword.


An inscription in the left margin attributes the painting to Behzād.  Although many scholars have accepted the attribution, it has also been refuted on the basis of the work's non-Behzādian composition.
  (A discussion of attribution to Shāh-Mozaffar can be found on pp. 00-00.)  Most of Shāh-Mozaffar's painting conventions appear in this work:  the eight-pointed star at the top of the fence, the brick floor, the minutely detailed latticework, the lower frame line cutting some of the figures close to the waistline, and the organization of spectators in slanted rows of two or three.  The palette is lively but harmonious and subdued.


The painting is remarkable for its detailed execution, the thickness and quality of paint, and the balance of colors; the surface is well burnished, and the work remains in excellent condition.  Above all, the variety of facial expressions is striking.  Shāh-Mozaffar's control of miniaturized facial details is apparent in features such as the furrowed brow of the dark-skinned man at top right. 


The soltān's face, when compared to an earlier portrait of Soltān Hosayn (cat. no. 31) attributed to the same artist, reflects both refinement and maturity.  His facial features are similarly represented in the frontispiece of the Cairo Bustān and in a double-page painting, Soltān Hosayn in a Garden by Behzād, now in the Golestān Library, Tehrān (no. 1663, fols. 55, 62),
 suggesting that these are all attempts at an accurate representation of Soltān Hosayn.  In all likelihood, Shāh-Mozaffar would also have tried for a faithful depiction of Amir `Ali-Shir in the presence of the soltān.

[PP]Published:  Same as at cat. no. 36

[SAT]36b. The Traveler and the Dervish [SOL](fol. 31v) 

[CPB]Possibly by Hāji Mohammad

Illustration 15.5 x 9.8 cm

[GT]Although the artists for the other two paintings of this manuscript can be identified with some certainty, only a tentative identification can be made for the painter of The Traveler and the Dervish.  The salient features of the painting--its thick paint, well-burnished surface, agreeable color, and minutely detailed drawing--are of high quality.  Although a rock formation at the lower right adds a pleasant note to the composition, the artist's work betrays a certain rigidity; his figural painting is academic in its execution.  But the fact that Amir `Ali-Shir chose him to illustrate this manuscript along with Behzād and Shāh-Mozaffar suggests he was a well-regarded painter.  Only two artists are likely candidates:  Mirak-e Naqqāsh, head of Soltān Hosayn's library-atelier, and Hāji Mohammad, head of Amir `Ali-Shir's.  Neither has left any signed paintings, but the works assigned to Mirak display a certain dynamism of design absent in this composition (see pp. 00-00).  Moreover, Amir `Ali-Shir could have been expected to choose Hāji Mohammad, the head of his own library.


The historian Khāndamir described Hāji Mohammad as a versatile craftsman and artist excelling in illumination and painting who occasionally engaged in pottery making and even constructed a clock with a miniature drummer that signaled the hour.
  Subsequent to a feud with Amir `Ali-Shir, he joined the library of Badi`ozzamān Mirzā in about 1499, when the latter besieged Herāt.  He died during the Sheybāni occupation of Herāt in 1507-10.
 


Among the paintings that can be attributed to the same hand is Farewell of Shaykh-e Iraqi, dated 1485, in a manuscript of Amir `Ali-Shir's poems copied for Badi`ozzamān Mirzā.
  Hāji Mohammad may have gained the prince's favor on this occasion and paved the way for later employment.  Some recognizable features of the artist's work include loosely wrapped turbans looped under the chin, ending in a long dangling tail with a jagged V-shaped tip; a chubby-faced figure with bland, staring eyes; figures with markedly rigid legs; an unusually high horizon line; and the dense application of meticulously spaced tufts of grass and flowers over the landscape.
 

[PP]Published:  Same as at cat. no. 36

[SAT]36c. Sa`di and the Youth of Kāshghar [SOL](fol. 55r) 

[CPB]Attributed here to Behzād

Dated 1486

Illustration 18.9 x 14.9 cm 

[GT]Sa`di meets a student of Arabic grammar in Kāshghar (present-day western China), who upon learning that his interlocutor is from the city of Shirāz (but not realizing his identity), asks him to recite some of Sa`di's poems.  To the surprise of the young man, Sa`di recites a poem in Arabic; in the remote city of Kāshghar Sa`di's fame was as a Persian poet, and the youth expected to hear his poem in Persian.


There seems to be no precedent for the composition of this illustration of the tale.  The architectural planes of a mosque delimit the scene, relegating the meeting of Sa`di and the Kāshgar youth to the side.  The emphasis is on a teaching session occurring inside the mosque, where ten figures are skillfully depicted in the small space with almost no overlapping or crowding.  The setting was perhaps intended to remind Soltān Hosayn of his school days with Amir `Ali-Shir and their bonds of friendship.


The architectural decoration is purely Behzādian.  A magnificent calligraphic panel contains Qorānic verses written in a beautiful sols script, ending at the bottom left with the date A.H. 891/1486 written in reqa`, a definite trademark of Behzād.  Tile panels on the back wall are bordered with a series of cartouches alternating with rosettes, each decorated with arabesques.  Another of Behzād's favorite motifs is the white arabesque decoration on a dark gray background representing panels of carved blackish stones.  The minute and detailed design of the mosque's sisal floor covering is further proof of the artist's dexterity in miniature brushwork.  The same type of floor covering is used in An Old Man Refused Admittance to a Mosque (fol. 26a) of the Cairo Bustān, dated 1488 (one of the four paintings signed by Behzād)
 and in two paintings from the 1485 manuscript of Amir `Ali-Shir's poems copied for Badi`ozzamān Mirzā: Mohammad and His Companions and The Gathering of the Sufis.


As Bābor noted, Behzād drew bearded faces with greater facility than other facial types.
  He also tended to depict select figures (and some animals) with prominent, staring eyes, like those of the mollā (teacher) seated at the right side of this painting and those of the black slave in Mohammad and His Companions.

[PP]Published:  Same as at cat. no. 36; see also Lentz and Lowry, cat. no. 157

[SH2]The Head of Herāt's Royal Library-Atelier:  Mirak-e Naqqāsh 

[GT]One of the most interesting and least known of the group of painters at the court of Soltān Hosayn Mirzā Bāyqarā is Mirak-e Naqqāsh (Mirak the painter), the head of the royal library-atelier.
  Although no signed copies of his work have survived, four paintings from a copy of a Khamsé of Nezāmi dated A.H. 900/1494 (British Library, Or. ms. 6810, fols. 1v, 2r, 39v, 62r) bear attributions to him.
  These attributions are generally accepted, as the same hand responsible for them also correctly attributed other works in the manuscript to Behzād.
  The identification of a further group of paintings attributable to Mirak, in conjunction with chroniclers' descriptive accounts, offers a better understanding of the painter who tutored the celebrated Behzād and might have been the inspirational force behind the flourishing of manuscript painting at the court of Soltān Hosayn.


The late sixteenth-century chronicler Qāzi Ahmad mentioned that "Behzād, having lost his father and mother, was brought up by Mirak-e Naqqāsh," and that Mirak was "peerless" in the art of monumental inscription.
  Half a century earlier, in 1544, the calligrapher Dust-Mohammad, writing his famous introduction to the album of the Safavid prince Bahrām Mirzā, mentioned that "Amir Ruhollāh, known as Mirak-e Naqqāsh of Herāt," came from a family of sayyeds and bow makers, a craft that Mirak himself had also learned.
  Before his father's death, Mirak had practiced the chanting of the Qorān and also calligraphy.
  Later he engaged in the art of calligraphic outlining (tahrir), illumination, and finally painting.
 


The most informative description of Mirak's character and painting style is provided by the nearly contemporary historian Mirzā Mohammad-Haydar Dughlāt, whose account of the painters of Herāt at the end of fifteenth century can be considered reliable:

[EX]

Mowlānā Mirak-e Naqqāsh:  He is one of the wonders of the age.  He was Behzād's master.  His sketching is more masterly than Behzād's, although his execution is not up to the latter's.  However, all his works were done outside in the open air, whether traveling, at home or at [Soltān Hosayn] Mirzā's court.  And he never felt compelled to [work in] a studio nor [to use an] easel.  This is strange enough, but further yet he practiced all kinds of wrestling (zurmandihā),
 and this is absolutely at odds with being a painter.  For that purpose, he often practiced [weight lifting] and gained a reputation in that field.
  It is quite strange to combine painting with such practices.

 

[GT]
The personality emerging from these descriptions is that of a versatile, talented, and unconventional man who excelled in many fields.  Furthermore, judging by the fact that Mohammad-Haydar Dughlāt used the term mowlānā (our lord) in conjunction with his name alone, Mirak must have enjoyed the respect of his peers.
  Mirak's prestige did not arise solely from his many talents but also from his sayyed status, his religious training in the recitation of the Qorān, and perhaps his humane adoption of the orphan Behzād, whom he trained to become a painter.  In the traditional atmosphere of the guilds and the arts and crafts, where master-pupil relationships had much in common with the Sufi orders, these were the attributes expected of a man seeking to be accepted as a true master (also see chap. 8, Rezā and the Mir).


The paintings attributed to Mirak in the British Library 1494 Khamsé manuscript (Or. ms. 6810) seem to be hastily drawn, and the execution of their details is not of the caliber encountered in the works of Shāh-Mozaffar and Behzād.
  But the unbounded energy displayed in the design of Shirin Views Khosrow's Portrait (fol. 39, not illus.),
 where a powerful tree and a rock formation erupt into the top margin, is perhaps characteristic of a more free-spirited, unconventional painter. 


Perhaps the compelling argument in accepting the written attributions of the 1494 Khamsé paintings to Mirak is the fact that the double-page frontispiece, a painting usually reserved for the most prestigious and often senior painter, bears an attribution to him.
  By the same token, the double-page frontispiece in the famous copy of the Bustān made for Soltān Hosayn and presently kept in Cairo, is also likely to be the work of Mirak, although others believe it to be the work of Behzād.
  The remaining four paintings of the Bustān manuscript are all signed by Behzād, and one cannot think why Behzād would have refrained from signing the important opening double-page if he had been the sole artist.  Conversely, the absence of Mirak from the production of such an important manuscript for the soltān seems unlikely.  Mirak certainly would have found his adopted son's help useful for the detailed work, especially on the architectural decoration.
  The overall design of both pages can be characterized as non-Behzādian in its logic.
  The composition of the left page and its figures have much in common with Teymur Battling in the Khorram Gorge (fig. 16), a painting from a manuscript of the Zafarnāmé which is similar to the Bustān frontispiece along the top right but is devoid of the minute geometrical and linear details typical of Behzād.  This painting can be attributed to the same hand that painted the pages from the 1494 Khamsé.  The same is true for another page from the same manuscript, Teymur Enthroned (fig. 17).  Together these paintings establish a bridge between the frontispieces of the 1494 Khamsé and the Bustān, thus reinforcing the identity of the painter as Mirak-e Naqqāsh. 


The paintings attributed to Mirak have a number of characteristics in common.  The figures all have similar elongated necks, some with a small, ill-fitting turban placed too high, seemingly ready to topple at the slightest movement (unlike those of Behzād which firmly wrap around the head).  Heads are often placed on necks at a considerable upward angle.  Mirak seems to have been fond of twisted moustaches, at times similar to the style prevailing almost half a century earlier in Shirāz, even when drawn in combination with thick beards; another feature, the horizontal moustache, is seldom encountered in the work of other contemporary painters.  More than any other painter, Mirak used the Chaghatāyid bell-shaped headgear with high black or dark blue brims, thicker than usual, and in a variety of shapes.
  In particular, he often depicted the front brim pulled down, producing an elongated triangular projection.


Mirak's mastery in line drawing and sketching can be appreciated in the elegant silhouette of Shirin in Shirin Views Khosrow's Portrait, and of Teymur in fig. 17.
  In addition, the bold and quick-handed floral arabesques adorning the royal tents of Teymur in the latter painting reveal his training in illumination.

Cat. No. 37. 

[CPT]STORY OF THE KING OF KASHMIR 

[CPB]Attributed here to Mirak-e Naqqāsh 

Herāt, ca. 1485

From a Kalilé va Demné

Opaque watercolor, ink, and gold on paper

Illustration 9.5 x 10 cm, text 16.7 x 9.7 cm

[GT]This painting comes from an unidentified copy of the famous Kalilé va Demné (Kalilé and Demné), a Persian compendium of didactic animal fables originating in India.  Kalilé va Demné was among the texts for which deluxe illustrated manuscripts were regularly produced in the Jalāyerid and early Teymurid library-ateliers, but no copy has hitherto been attributed to Herāt during the time of Soltān Hosayn.  Attribution of this painting to the hand of Mirak rests on the presence of several features typical of his style.  The man with a twisted horizontal moustache holding a staff at the far left duplicates the man in the same position in Teymur Enthroned (see fig. 17).  The peculiar angle of the head of the man standing at the lower right and his archaistic thick moustache and beard are typical, as is the pointed brim of the Chaghatāyid hat of the man behind the dais.  The horse's graceful neck echoes those in Teymur Battling in the Khorram Gorge (see fig. 16), as do the trees. 


The painting betrays Mirak's typically strong hand and his disdain for details.  For the dais, where other painters such as Behzād and Shāh-Mozaffar would have drawn minute geometrical patterns for the open woodwork, Mirak chose a larger-scaled and quicker pattern.  His mastery is exhibited in the relief painting of the arabesques adorning the canopy and the bottom of the dais (similar to the decorations of the royal tent in fig. 17).  To draw such precise floral arabesques with flat paint is an accomplishment; to draw them in relief is a sign of virtuosity.

[PP]Provenance:  Ex-Kevorkian collection

Published:  Sotheby's, April 27, 1981, lot 20

Cat. No. 38. 

[CPT]FOUNDATION STONE FOR A HOSTEL 

[CPB]Greater Khorāsān, probably Herāt, dated A.H. 897/1492

Carved gray schist 

95 x 270 x 9.5 cm 

[GT]The beautifully designed and carved inscription on this foundation stone reads: 

[EX]

This hostel (manzel) was gloriously finished, by the will of God the exalted and the blessed, in the reign of his highness the soltān of our times and the Great Khān (khāqān) of our era, the protector of pious nations, the warrior of holy wars (abol-ghāzi), Soltān H[osayn Bahādor . . .]


. . . and his benevolence; by the efforts of the most high-ranking minister [of finance] (sāheb-e a`zam), of good character and of good nature, the pride of the elders and the pilgrims to Mecca, the one who has visited the blessed tombs of the Prophet and the infallible imams, praise be upon them. . . . [in] the months of the year 897 [1492].

[GT]
Although the small triangular section missing from the left side of the stone would have contained the names of the ruler and the dignitary who ordered the building of the monument, enough clues remain to identify both.  The epithet Abol-Ghāzi, the year of construction, and the beginning of the letter "h" all suggest the ruler to be Soltān Hosayn Mirzā Bāyqarā (r. 1469-1506).  The gray schist, typical of the stone quarried in Khorāsān and used for many monumental inscriptions of that region, tends to reinforce this identification.  Khorāsān, as far west as Astarābād (present-day Gorgan), was mostly within the dominion of Soltān Hosayn.


The main clue to the identity of the founder of the hostel is the title sāheb-e a`zam, referring to the position of sāheb divān (minister of finance).  Since the time of the Arab invasion and continuing throughout the Turco-Mongol era, Persian administrators were considered indispensable to the new ruling elites, particularly in the management of state financial matters.  In taxing the population, these administrators found ample opportunity to enrich themselves.  The office of sāheb divān was particularly lucrative and was fiercely vied for among government officials.


Earlier in the reign of Soltān Hosayn, the office of sāheb divān was shared by Afzaloddin Mohammad-e Kermāni (d. 1504) and Qavāmoddin Nezāmolmolk-e Khāfi (d. 1498).  Fearing the ever-increasing powers of the vizier Majdoddin Mohammad (see cat. no. 36), they presented incriminating evidence to the soltān against Majdoddin.  A hearing was set, over which the soltān himself presided.  Although Majdoddin was released without formal charges brought against him, he was forced to pay a fine of 60,000 gold dinars to the treasury.


Majdoddin was removed from office for a time but regained prominence in 1486, when his opponent, Amir `Ali-Shir, was sent by the soltān to Astarābād.  Fearing Majdoddin's reprisal, Afzaloddin, under the guise of collecting tax arrears, headed for Astarābād to place himself under `Ali-Shir's protection.  Soltān Hosayn sent an order for Afzaloddin's arrest to Astarābād, but `Ali-Shir arranged his escape to Tabriz, where Afzaloddin was well received by the Āq-Qoyunlu Soltān Ya`qub.  Afzaloddin remained for some time in Tabriz, and then, according to the historian Khāndamir, "he wished to perform the pilgrimage to Mecca and visit the illuminated and radiant shrine of the Prophet, may the Lord praise him, and the king [Soltān Ya`qub], out of deference to him, appointed him, in the year 893 [1487], as the leader of the pilgrim procession to Mecca."
  Khāndamir confirms that he actually visited the shrine of the Prophet. 


Khāndamir's account of Afzaloddin's activities ties in with the descriptive epithets of the founder of the building carved on the stone relief.  The inscription identifies the founder as a sāheb divān, an office that Afzaloddin had held, and as a pilgrim to Mecca and Medina, which he also was.  Moreover, it qualifies him as "the pride of the pilgrims," a clear allusion to Afzaloddin's function as "leader of the pilgrim procession" (amirol-hāj).  That he was wealthy and had the means to build a hostel is confirmed by Khāndamir, who told that Afzaloddin had brought substantial wealth from Khorāsān and was further rewarded by Soltān Ya`qub and his courtiers.


To shield their wealth from taxation, many administrators and sāheb divāns created hostels for dervishes, Sufis, and charitable organizations.  The administrator would make donations to the charitable organization, of which he remained as trustee with the discretion to dispense funds as he saw fit.  Such arrangements were signs of power and prestige.  In Herāt, dominated by powerful adherents and sympathizers of the Naqshbandi Sufis, Afzaloddin's creation of a Sufi hostel would have brought him political strength.  The fact that he built hostels for Sufis and dervishes is also attested by Khāndamir who, writing on the Nurbakhsh Sufis, stated that Shāh Bahā'oddin son of Shāh Qāsem-e Nurbakhsh, during the latter part of the reign of Soltān Hosayn, visited Herāt and "stayed at the hostel (khāneqāh) built by Afzaloddin Mohammad outside the western gate (darb-e erāq)."
  The foundation stone might have belonged to this khāneqāh or a similar building.


The construction date, 1492, is the year after the death of Soltān Ya`qub.  The ensuing struggle for succession to the Āq-Qoyunlu throne brought the disintegration of the empire, and Afzaloddin Mohammad, perhaps seeing no future in lingering at the Āq-Qoyunlu court, was by 1497 again in Herāt and back in favor.
  It was his turn to unseat the prevailing vizier, Qavāmoddin Nezāmolmolk-e Khāfi, the successor to Majdoddin Mohammad.  His method was gruesome, as Nezāmolmolk and his family were arrested, his two sons beheaded in front of him, and Nezāmolmolk himself flayed.
 


Foundation inscriptions were usually incorporated in the ceramic tile decorations of buildings.  In a few important Teymurid monuments, like the Bibi Khānom mosque in Samarkand, the foundation inscription was carved on a stone slab and placed above the arch of the main entrance to the building.
  Presumably this foundation stone was also originally set above an archway, hence necessitating the use of a large script that would be visible at a distance.  The majestic inscription is carried in a script that combines elements of sols and mohaqqaq.  Most of the letters are curved in the manner of sols, but the vertical letters and the connections to them are mohaqqaq.  Such hybrid script used for monumental calligraphy is sometimes called esh`ār.
  Among the calligraphers of Herāt, the head of Soltān Hosayn's library, Mirak-e Naqqāsh, reputedly designed the inscriptions on most of the buildings in Herāt,
 including a calligraphic panel commissioned by Amir `Ali-Shir for the Friday mosque of Herāt.
  Afzaloddin Mohammad, a follower of `Ali-Shir, might well have used the same calligrapher for his hostel.

[SH1]Amir `Ali-Shir Navā'i and the Turkish Revival

[GT]In spite of successive invasions by the Turco-Mongols beginning in the eleventh century and their long-term domination of the Persian lands, the administrative and literary language of the court remained Persian.  The Turkish language, despite its distinctive grammatical structure and rich syntax, could hardly match the long Persian literary heritage.  Princes of the Turco-Mongol dynasties, although not native speakers, were educated within the parameters of the Persian-Islamic cultural complex, including Persian, and many became active patrons of the Persian arts of the book (see chap. 6, pp. 00-00).


During the fifteenth century, particularly at the court of Soltān Hosayn Mirzā Bāyqarā, efforts were made to promulgate Turkish (Chaghatāyid) literature.  An ardent promoter of such efforts at the court was Amir `Ali-Shir Navā'i.  In a treatise called Mohākematol-loghatayn (Judgment of two languages) that undoubtedly reflects the ethnic and political dichotomies present within the upper circles of Teymurid society in Herāt, `Ali-Shir asserted the literary superiority of Turkish over Persian:  "It is well known that Turkish is a more intelligent, more understandable, and more creative language than Persian, while Persian is more refined and profound than Turkish for the purpose of thought and science.  That is so apparent from the rectitude, honesty, and generosity of the Turks, and the arts, sciences, and philosophy of the Persians."
  Ironically the presentation and the structure of the `Ali-Shir's own Turkish works were entirely dependent on the structure and conventions of Persian literature, including his Khamsé (Quintet), modeled on the Khamsé of Nezāmi.  His promotion of Turkish drew sarcasm and rebuttal among the Persian literati, as related by the chronicler Vāsefi:

[EX]

One day, after Mollā Banā'i
 had returned from `Erāq [Tabriz], he learned the accomplished were present at a gathering held by the Mir [`Ali-Shir Navā'i].  The Mir said:  "Tell us about the refined manners of Ya`qub Beyg [Āq-Qoyunlu]."  Mowlānā Banā'i replied:  "Nothing about Ya`qub Beyg is more pleasing than the fact that he does not recite Turkish poetry."  The Mir retorted:  "Oh Banā'i, your rudeness and crudeness have no bounds.  You deserve to have your mouth stuffed with excrement!"  To this Banā'i replied:  "That would be easy, since all I would have to do is recite some Turkish verses!"

[GT]
Under Amir `Ali-Shir's influence, Soltān Hosayn himself composed a number of poems in Turkish (see cat. no. 41).  The Turkish poetry of both the soltān and his amir was subsequently copied at both the Ottoman and Safavid courts (see cat. no. 39).

Cat. No. 39. 

[CPT]DIVĀN OF AMIR `ALI-SHIR NAVĀ'I

[CPB]Copied by `Ali-ye Hejrāni

Herāt, dated A.H. 938/1531 

190 folios

Nasta`liq in 2 columns, 15 lines per page

Ink on paper 

Page 22 x 15.5 cm

[GT]The same scribe who copied this manuscript of the works of Amir `Ali-Shir made another copy in Herāt in 1526, with paintings by Soltān-Mohammad and Shaykhzādé (BibliothŠque Nationale, Paris, Suppl. Turc 316, 317).
  Both manuscripts are written in a rather weak nasta`liq with uneven shades of ink.  Many Persian scribes copied Turkish manuscripts by rote and penned their colophons in Persian.  But `Ali-ye Hejrāni appears to have been fluent in Turkish, in which he wrote this colophon.  He may well have been chosen for these manuscripts for his knowledge of the language rather than his calligraphic skills.

[PP]Provenance:  Kevorkian collection

Published:  Sotheby's, April 18, 1983, lot 86

Cat. No. 40.  

[CPT]PAGE FROM A TURKISH DIVĀN OF AMIR `ALI-SHIR NAVĀ'I

[CPB]Probably Tabriz, ca. 1530

Opaque watercolor, ink, and gold on paper

Page 20.5 x 11.7 cm, text 14 x 6.5 cm

[GT]By the early sixteenth century Amir `Ali-Shir's poems in Turkish had gained prominence among the limited body of Turkish literary works.  The Ottomans as well as other Turkish-speaking princes prized his works and collected manuscript copies of his Divān. This page, written in nasta`liq script, is illustrated in a style similar to cat. no. 42 and probably was prepared in Tabriz for the Ottoman market.

[PP]Published:  Drouot (Boisgirard), Oct. 14, 1991, lot 73 

Cat. No. 41. 

[CPT]DIVĀN OF SOLTAN HOSAYN MIRZĀ BĀYQARĀ 

[CPB]Probably Herāt, early 16th century

37 folios (incomplete)

Nasta`liq in 2 columns, 13 lines per page

Opaque watercolor, ink, and gold on paper 

Page 35 x 23.5 cm

[GT]This manuscript of poems in Turkish by Soltān Hosayn once belonged to the library of the Mughals of India, who cherished their Teymurid heritage and eagerly sought out manuscripts related to the famed court of Soltān Hosayn Mirzā Bāyqarā.  Emperor Shāh Jahān proudly acknowledged in an inscription the receipt and transfer of this manuscript to his private library on the day of his accession to the throne in 1627.  His seal, with its Teymurid allusion, is affixed next to it:  "The Lord of the Fortunate Conjunction II (Sāheb Qerān-e Sāni), Shahāboddin Mohammad Shāh Jahān the Warrior King."


Despite the manuscript's calligraphic excellence, the signature of Soltān-`Ali-ye Mashhadi inserted on the last page, written in a different ink and style, is an obvious forgery.  Shāh Jahān himself noted:  "Although it is inscribed with the name of Mollā Soltān-`Ali, it is certainly not the Mollā's handwriting, and by all appearances the calligraphy is by the grandfather of Mollā `Abdorrahim."  `Abdorrahim, known as the Amber Pen (see cat. no. 215), originally from Herāt, was in the service of Shāh Jahān's father, Jahāngir.  The "grandfather" must have been a reputed calligrapher in Herāt, but his identity is not known. 


Shāh Jahān bequeathed the manuscript in 1629 to his designated heir and eldest son, Dārā Shokuh, and added the following inscription beneath the previous ones:  "I have given this Turkish manuscript to my dearest and fortunate son, Dārā Shokuh, on the tenth day of the month of Ramazān corresponding to the twenty-fourth of Farvardin [April 14] of my second regnal year [A.H. 1038/1629]." 


The Mughals were of Turkish ancestry, descendants of the Teymurids, and the founder of the dynasty, Bābor, wrote his memoirs in Chaghatāy Turkish.  But the use of Turkish among the next generation of Mughals declined to the extent that Emperor Akbar had the memoirs of his grandfather Bābor translated into Persian.  Illiteracy in Turkish, and an apparent lack of enthusiasm for it, is shown by Shāh Jahān's grudging reference to the collected poems of Soltān Hosayn as "this Turkish manuscript." 


Dārā Shokuh wrote his acknowledgment in a bold hand, one better than that of his father:  "God is great.  This Turkish manuscript, a kingly gift of his highness, the Shadow of God, Shāh Jahān the Warrior King, has entered the library of this suppliant at the divine court, Mohammad Dārā Shokuh.  In the year 1038."  Following the practice among royal scribes of isolating important words from the text in the margin (see cat. no. 9), Dārā Shokuh shifted the word "God" and the phrase "Shāh Jahān the Warrior King" to the margin, leaving a blank space in the body of the inscription.  In the margin, underneath the word "God," a radiant sun encircling the words "Shāh Jahān the Warrior King" acts as an allegorical representation of the Islamic concept of the ruler as the Shadow of God on Earth (Zellollāh).  Dārā's seal is affixed in the margin under his father's name:  "Dārā Shokuh [son of] Shāh Jahān, Shadow of God.  First regnal year [of Shāh Jahān, 1628]." 


The style of the illuminated borders suggests that they were added in Mughal times.  The manuscript was subsequently cropped and rebound, resulting in the partial mutilation of Dārā Shokuh's inscription.  It was rewritten, without the radiating sun, next to Shāh Jahān's inscription by an imitating hand that did not understand Dārā Shokuh's elaborate depiction of his father's name. 

[PP]Historical provenance:  Shāh Jahān; Dārā Shokuh

Modern provenance:  Kevorkian collection

Published:  Sotheby's, April 23, 1979, lot 151

Cat. No. 42. 

[CPT]FRONTISPIECE 

[CPB]Probably Tabriz, ca. 1530

From a Divān of Amir `Ali-Shir Navā'i in Persian

Opaque watercolor and gold on paper

Page 23.2 x 15.8 cm

[GT]Stylistically this painting, the right half of a frontispiece, is similar to those in a group of other manuscripts, the most important of which are two copies of the Divān-e Soltān Hosayn (Collected poems of Soltān Hosayn) in Chaghatāy Turkish, one at the Topkapi Sarāy Library, Istanbul (H.1636), the other in the BibliothŠque Nationale, Paris (Suppl. Turc 993).  The manuscripts are dated 1492 and 1485 respectively, and the Topkapi one contains a colophon bearing the signature of Soltān `Ali-ye Mashhadi and a frontispiece depicting Soltān Hosayn Mirzā Bāyqarā (fig. 18).  Although the paintings of the two manuscripts are appreciably distinct in style from those of the library-atelier of Soltān Hosayn as practiced by Behzād and his followers,
 a number of scholars in recent years have attributed them to fifteenth-century Herāt.  To justify the stylistic discrepancy, it has been suggested that a school distinct from but parallel to the royal atelier existed in Herāt.
  Similarities noted among paintings in which figures wore Safavid or Ottoman headgear has prompted the hypothesis that the style of the "second" Herāt school was copied in the first half of the sixteenth century by Tabrizi and Ottoman painters.


Another perhaps more likely explanation is that these manuscripts were illustrated in Tabriz for the Ottoman market.
  Among them, for example, is a Manteqottayr (Language of the birds) of Attār (fig. 19) which depicts Ottoman headgear and was obviously intended for the Ottoman market.
  Dated A.H. 921/1515, the manuscript was completed just after the Ottoman occupation of Tabriz following their 1514 victory in Chāldorān.  As part of the booty taken by the Turks, a considerable number of Persian artists were removed to Istanbul, as witnessed by the long list of Persian names in the meticulous payroll registers kept by the Ottomans.
  But other artists undoubtedly stayed in Tabriz, switching allegiance as necessary as the city changed hands between the Ottomans and the Safavids in the first half of the sixteenth century.  The paintings of a Divān of Amir Khosrow Dehlavi dated A.H. 943/1537 (fig. 20) as well as a circa 1540 Haft owrang manuscript (fig. 21) display the same characteristics as the 1515 Manteqottayr with the exception that the figures wear Safavid Qezelbāsh headgear.  Otherwise the paintings are similar in their border illumination, the form and disposition of the dais, the landscape, trees, and cloud bands, and most important, they display the triangular-shaped faces and beards seen in the two Chaghatāy Divān-e Soltān Hosayn.  The painting style of all the works is basically Turkaman but with a much brighter palette than the subdued tones of Teymurid Herāt.


The non-"Qezelbāsh" manuscripts of this group, including cat. nos. 40 and 42, share two added features:  they are copies from the works of Soltān Hosayn and Amir `Ali-Shir, the most prominent Turkish literary figures of their time, and their figures wear conical bonnets never encountered in fifteenth-century Herāt paintings.  The latter manuscripts were most probably offered to the less discriminating Ottomans as authentic works produced at the court of Soltān Hosayn.


The reverse of cat. no. 42 contains an opening rosette with a gold center on which is written:  "Collected works of the learned noble Mir `Ali-Shir, may God sanctify his secrets, and enlighten his tomb."

Published:  Drouot (Me Marc Ferri), May 30, 1984, lot 17

chap4.txt

 [CN]4

[CT]The Turkaman Dynasties 

[GT]In the first half of the eleventh century, the Saljuqs invaded the Persian lands and created a vast empire that stretched from Afghanistan up to the Mediterranean shores, including the greater part of Anatolia.  These nomadic Turks had previously migrated westward from Central Asia and established themselves on the steppes surrounding the Aral Sea, where they had been gradually Islamized.
  The Saljuqs belonged to the Qiniq, one of the original twenty-four clans of the Oghuz Turks.
  Some of the Oghuz had continued westward in the footsteps of the Saljuqs, attracted by the green pastures of eastern Anatolia and northern Syria as well as the wealth of urban centers in those areas.  As Mongol hegemony declined in the fourteenth and fifteenth centuries, the Oghuz regrouped with other Turkish and Mongol clans to form a variety of tribal confederations generally known as "Turkaman."  Among them, two confederacies, the Qara-Qoyunlu (Black Sheep) and the Āq-Qoyunlu (White Sheep), gained considerable power and territory in eastern Anatolia by the end of the fourteenth century, a time when Mongol clans such as the Jalāyerids had moved into the richer Il-Khānid lands of Āzarbāyjān and Iraq.
  At the dawn of the fifteenth century the Turkaman leaders embarked on a series of military expansions that would transform their tribal confederations into full-fledged empires. 


In confronting Teymur's rise to power, the dominant Turkaman leaders took different positions.  The Āq-Qoyunlu Qara-Osmān (r. 1403-35) declared allegiance to Teymur and accompanied him on his campaign against the Ottomans in 1402.  But the Qara-Qoyunlu leader, Qara-Yusof (r. 1389-1420), defied Teymur, first taking refuge at the Ottoman court in Istanbul, and subsequently moving to the Mamluk court at Cairo.  Teymur's triumph over the Ottoman Soltān Bāyazid I (r. 1389-1402) momentarily stalled the consolidation of Ottoman power in Anatolia, and with Teymur's death the struggle for succession kept the Teymurid princes preoccupied in Iran and Transoxiana.  In the wake of these developments, the Turkamans moved quickly to establish their own bases of power and influence.


The Qara-Qoyunlu leader Qara-Yusof was the first of the Turkamans to achieve hegemony.  He joined forces with the Jalāyerid Soltān Ahmad (r. 1382-1410), who also had adamantly refused to accept Teymur's suzerainty.  In western Iran and eastern Anatolia, the Jalāyerids embodied Il-Khānid legitimacy, or what was left of it, and to bolster the Qara-Qoyunlu claim to descent from the house of Changiz, Qara-Yusof had Soltān Ahmad adopt his son Pir-Budāq (d. 1419).  This not only enabled Qara-Yusof to put Pir-Budāq on the Qara-Qoyunlu throne as legitimate soltān but also to rule in his name.
  


The alliance between Soltān Ahmad and Qara-Yusof would eventually disintegrate.  Competing for the former Il-Khānid capital of Tabriz, Qara-Yusof defeated and captured Soltān Ahmad in 1410.  But before Ahmad was put to death, he was required to issue one final time an "order written in gold ink" confirming that the province of Āzarbāyjān was to be the fiefdom of Pir-Budāq.
  Some ten years later the Teymurid prince Shāhrokh (r. 1405-47), who had emerged as the successor to Teymur, decided to reestablish his family's hegemony over Āzarbāyjān.  Qara-Yusof died shortly before engaging Shāhrokh in battle, and with the Turkaman army in disarray, the Teymurid troops, under the command of the prince Bāysonghor (1397-1434), triumphantly marched into Tabriz in 1420.  Qara-Yusof's son Eskandar (r. 1420-38) continued to defy the Teymurids, while his brother Jahānshāh (r. 1438-67) was aided by the Teymurids in vanquishing Eskandar and recapturing Tabriz after Bāysonghor left the city.  


Under Jahānshāh, Qara-Qoyunlu power was transformed from a nomadic tribal authority into a sedentary dynastic kingdom based in Tabriz.  After Shāhrokh's death in 1447, Jahānshāh seized the Teymurid territories of Persian `Erāq, Fārs, and Kermān and awarded the different fiefdoms to his sons.  In 1458 he stunned the eastern Islamic world by briefly occupying the Teymurid capital of Herāt.  In effect Jahānshāh had emerged as the successor of Teymurid power and authority in western and central Iran and eastern Anatolia.  His death, however, marked the end of the dynasty.  No other Qara-Qoyunlu reigned over Persian territories after him.


Meanwhile the Āq-Qoyunlu were in ascent under a powerful new leader, Uzun Hasan (r. 1453-78), a grandson of Qara-Osmān.  In 1457 he had defeated his brother Jahāngir (r. 1444-53), who had allied himself with the Qara-Qoyunlu, and become the uncontested ruler of the Āq-Qoyunlu.  Ten years later, Uzun Hasan toppled Jahānshāh himself and, in 1469, defeated and captured the Teymurid Soltān Abu-Sa`id (r. 1451-69), who had marched westward hoping to reclaim lost Teymurid territories.  Uzun Hasan now finally transferred his capital to Tabriz and annexed all Qara-Qoyunlu territories, his new dynamic realm stretching from Kermān to Anatolia (see map, p. 00).  


By the late fifteenth century the importance of Changizid legitimacy had begun to decline, and Uzun Hasan's claims to rule relied increasingly on Islamic theories of political legitimacy.  With Uzun Hasan's defeat of Jahānshāh in 1467, a robe of investiture, following traditional Islamic practice, was requested from the Mamluk court of Soltān Qāyitbāy of Egypt, where an `Abbāsid caliph had resided since the fall of Baghdad in 1258.
  But following Uzun Hasan's victory over Abu-Sa`id, Mamluk recognition was no longer deemed necessary.  Āq-Qoyunlu panegyrists now proclaimed that Uzun Hasan's success had been foretold by the Qorān, through a complex numerological system associated with his name, and by Qorānic verses interpreted to portray him as the chosen one.
  After a number of looting forays in the Christian lands of the Caucasus, Uzun Hasan, now known by the lofty epithet Abol-Nasr Hasan Bahādor (Victorious and Valiant Hasan), was perceived as possessing the farr-e izadi, the Divine Glory.  His status and influence grew to a point where even Christian nations sought his protection; the Venetian state sent ambassadors to him pursuing an alliance against the Ottomans who continued to advance into eastern European territories.
 


Uzun Hasan's ascendancy was interrupted by a crushing defeat at the hands of the Ottoman Soltān Mohammad II in the 1473 battle of Bāshkent in Anatolia.  His aura of invincibility now broken, Uzun Hasan was challenged by his own son, Ughurlu-Mohammad (d. 1477), who had opposed his father's strategies in the conduct of the war against the Ottomans.
  Ughurlu-Mohammad was killed by Uzun Hasan's generals, but his father died shortly thereafter in 1478.  The heir-designate, Soltān Khalil (d. 1478; see cat. no. 48), ascended the Āq-Qoyunlu throne of Tabriz.  But with the exception of Soltān Ya`qub (r. 1478-90), who would succeed Khalil, the reigns of Uzun Hasan's successors were short; the empire began to disintegrate after Ya`qub's death.  Ironically, the final blow to the Āq-Qoyunlu would come from Shāh Esmā`il Safavi (r. 1501-24), Uzun Hasan's grandson (see below, p. 00).
Cat. No. 43. 

[CPT]SEAL OF PIR-BUDĀQ 
[CPB]Possibly Shirāz, ca. 1454

Carved jade 

Diam. 2.7 cm

[GT]Jahānshāh's eldest son, Pir-Budāq (d. 1466, not to be confused with the earlier Pir-Budāq, Qara Yusof's son), had led the important Turkaman assault on the Teymurid territories of central Iran and conquered Fārs and Kermān.
  He was awarded the governorship of Shirāz, where he acted with increasing independence and in defiance of his father.  As their relationship deteriorated, Pir-Budāq's mother intervened, offering him (on behalf of his father) the governorship of Baghdad, the former seat of the Islamic world and previously the winter capital of the Jalāyerids.
  Once in Baghdad, however, Pir-Budāq proclaimed his autonomy by striking coins in his own name and replacing his father's name with his own in the Friday sermon.  Jahānshāh's response was to send Pir-Budāq a long poem in which he reminded his son of his filial duty:

[PX]

My son, turn from the way of opposition.  

Lay down your sword, for I am the sun.  

I am the king: the kingdom of the caliphate is mine.  

You are my offspring: rebellion is a sin in you. 

Usurp not our ancient post, for usurpation is not allowed in our religion. 

. . . .

No matter how clever a child is, even though a prophet he is still small.  

When will this degree of skill come to you?  

From my father to me, from me to you.  

[GT]Pir-Budāq defiantly replied:

[PX]

I am not the child that you saw first.

I am mature, and kingship is proper for the mature.

It is not polite to call me a child when fate has put me in a great position.

. . . .

I was born of you, not you of me.

An ancient root is the basis of the orchard; a young tree is an ornament for the garden.

My land is not less than yours; my army is not fewer than yours.

The realm of Baghdad was perfected by me.

Why should I give it up for a silly whim?

How can you demand the throne of me? 

I will not give it up.  

Take it if you can!

[GT]Faced with this challenge, Jahānshāh decided to march on Baghdad.  After a siege of eighteen months, the city surrendered in 1466, and notwithstanding Jahānshāh's grant of immunity, Pir-Budāq was killed on the spot.  The historian Khāndamir believed this treacherous act turned the fortunes of Jahānshāh and caused his subsequent downfall.


The Il-Khānids and the Jalāyerids had used square seals in the thirteenth and fourteenth centuries to legitimize decrees and official documents issued in a ruler's name.
  By the fifteenth century both Teymurids and Turkamans began to use round seals like this one.  The inscription in sols script reads:  "Verily God commands justice and goodness; Pir-Budāq son of Jahānshāh son of Yusof Noyān."
  In shape and content this seal is similar to one used some forty years later by the Āq-Qoyunlu Soltān Ya`qub.
 

Cat. No. 44. 

[CPT]SHAMSÉ 
[CPB]Probably Shirāz, dated A.H. 858/1454

First folio of a Shāhnāmé offered to Pir-Budāq

Ink and gold on paper

Page 32.1 x 23 cm

[GT]The beautiful reqā` inscription in the shamsé (roundel) reads:

[EX]

This manuscript of the famous Shāhnāmé was offered to the exalted soltān, the master that curbs the nations, the eradicator of blasphemous and rebellious actions, the protector of the true religion (shari`at), the one who follows the righteous path, the one who spreads justice and fairness, the destroyer of the structures of injustice and crime, the one who tries to establish the edifice of security and peace, the one who issues the order: "Verily God commands justice and goodness," the one who trusts in God the creative, the one who helps the government and the people, the victorious Pir-Budāq Bahādor Khān, may God confirm his high standard and make his kingdom eternal.  The one who needs the compassion of God the affluent, Sayyedi `Ali; in the year 858 [1454].

[GT]The Qorān verse evoked in this inscription, "verily God commands justice and goodness," is also incorporated in the seal of Pir-Budāq (cat. no. 43), perhaps echoing an official axiom of his administration.


It is unclear from the text whether the manuscript was commissioned by the unidentified Sayyedi `Ali and then offered to the prince, or if an existing manuscript was chosen to be presented to Pir-Budāq.  Although slightly archaistic in style, the composition of this shamsé is striking in its lavish use of gold, befitting the taste of a bibliophile for whom a number of high quality manuscripts were produced.

Cat. No. 45a-c. 

[CPT]MEHR-O MOSHTARI

[CPB]Copied by Ja`far-e Tabrizi 

Possibly Yazd, dated A.H. 822/1419

79 folios with 6 illustrations

Nasta`liq in 17 lines per page

Ink and gold on paper

Page 21.5 x 13.8 cm

[GT]This manuscript is the earliest known copy of the celebrated Persian poem Mehr-o Moshtari (Mehr and Moshtari), composed by the poet Assār-e Tabrizi in 1376.  It is a versified story in Persian modeled after Nezāmi's Khosrow-o Shirin, in which Mehr, son of Shāpur, the king of Estakhr, professes a spiritual love for Moshtari, the daughter of the king's vizier.  Various adventures take Mehr away from his beloved and lead him to Khārazm, where he marries Nāhid, daughter of the Khārazmshāh.  


Although this manuscript was probably copied in a domain under Teymurid control, its style and historical relevance are Turkaman.  The colophon reads:

[EX]

Has served [his master] by writing this [manuscript], [the one who is] an honored worshiper of his Excellency the Khāqān, [the one who is] proud to serve the man who put in order the canons of kingship, [the one who] prays for the longevity of his rule and the good order of his stately affairs, [the one who is] grateful for the abundance of his favors and the flow of his benefactions, the scribe Ja`far of Tabriz, may God fulfill his expectations, in the early days of Rabi`ol-ākhar of the year 822 [1419].

[GT]
The calligrapher, known as Ja`far-e Bāysonghori, was in the service of prince Bāysonghor in Herāt.  Eventually he became the director of the prince's library-atelier, copying and orchestrating the production of some of the most sumptuous manuscripts ever produced, such as the incomparable Shāhnāmé now preserved in the Golestān Library, Tehrān (no. 716), copied by Ja`far in 1429.
  Both the Shāhnāmé and cat. no. 45 are copied in nasta`liq script, which, judging by Ja`far's relatively crude style, was still evolving.  Ja`far was a follower of Mir-`Ali-ye Tabrizi who had set the canons of the script a quarter century earlier.
  Both men were instrumental in its development and subsequent popularity, to the exclusion of all other scripts, for copying Persian poetic manuscripts.  Ja`far's immature nasta`liq style is contrasted by the strength he displayed in the colophon, written in the traditional reqā` script.
  


Among the epithets that Ja`far used in his signatures was al-hāfez, meaning "the one who recites the Qorān [by heart]."  Ja`far's spiritual background, combined with his sophisticated command of literary and calligraphic skills,
 perhaps gave him a stature unequaled by other artists in Bāysonghor's services.  He became the guiding force of the atelier, and as its head he coordinated the work of calligraphers, painters, illuminators, and binders as well as apparently supervising certain construction projects and tent making.
 


The paintings in this manuscript display the early phases of a style that is nowadays referred to as Turkaman, since it prevailed at the courts of the Turkaman rulers of the Qara-Qoyunlu and Āq-Qoyunlu dynasties.  The Turkaman style had a markedly different evolution from that of Herāt, although both ultimately derived from the style developed at the turn of the century at the courts of the Jalāyerid Soltān Ahmad in Tabriz and Baghdad.  In the second half of the century, the Turkaman style developed a more vibrant palette and dynamic compositions, while the Herāt style became highly structured in design and subdued in coloration.  Of all the paintings in this manuscript, Mehr Slays a Lion (cat. no. 45d) is the most representative of this early Turkaman style; the others seem to fall between the styles practiced in Tabriz and Herāt.


In 1419 Qara-Yusof occupied the former Jalāyerid capitals of Tabriz and Baghdad in preparation for a possible confrontation with the forces of the Teymurid Shāhrokh.  Although it is tempting to situate the production of this manuscript at the Turkaman court of Tabriz, several features of the colophon argue against it.  First, the scribe Ja`far used at-Tabrizi (of Tabriz), a designation normally used only when away from one's native city.  Second, the ruler that Ja`far praised with the title Khāqān (Great Khān) could not be Qara-Yusof; he remained an amir and was mostly referred to by the Mongolian term noyān (noble warlord),
 while Shāhrokh and his descendants were frequently called Khāqān.
  


Ja`far likely copied this manuscript somewhere within the Teymurid domain, possibly in Yazd.  Two years earlier, in 1417, he had copied a manuscript of the Makhzanol-asrār (Treasury of mysteries) of Nezāmi in Yazd,
 and he quite possibly remained there for a few years until he joined Bāysonghor's library-atelier.  A possible candidate as patron is Mohammad-Darvish, the maternal uncle of Shāhrokh, who was appointed to maintain Teymurid dominion over Yazd in 1415.  Judging by the number of buildings reported to have been patronized by Mohammad-Darvish in a chronicle entitled Tārikh-e jadid-e Yazd (New history of Yazd), written in the 1450s, one can assume that Mohammad-Darvish remained in Yazd for a few years, perhaps until 1419, the year the manuscript was executed.
 


On the back of the first folio is a dedicatory inscription in a shamsé (roundel):  "A manuscript titled Mehr-o Moshtari, [presented as a] gift to his Glorious Excellency, king (and son of king) over the people of the world,
 the one who is supported by divine providence, the Soltān, son of Soltān, son of Soltān, Soltān Ahmad, may God make eternal his kingdom.  From the trusted slave, Najm-e [Najmoddin] Mas`ud, to his idol."  To understand the relationship between the Āq-Qoyunlu Soltān Ahmad (r. 1496-97) and Najmoddin Mas`ud, an administrator, one must briefly consider the events of the last decade of the fifteenth century at the Āq-Qoyunlu court of Tabriz. 

A major source of friction between adherents of the yāsā of Changiz and those of the Islamic shari`at was the Turco-Mongol system of taxes and levies that allowed grants and exemptions to the ruling Turco-Mongols and to the religious community supported and protected by them.  The shari`at found a new champion in the person of Qāzi `Isā Sāvoji (d. 1491), the head of religious affairs (sadr) for the Āq-Qoyunlu Soltān Ya`qub.
  The sadr gained considerable influence over the soltān.  The historian Khāndamir recounted that once, as Soltān Ya`qub sat on the throne to receive the ambassadors of Egypt and Anatolia, he wore a gold-embroidered coat.  Qāzi `Isā arrived last, after the ambassadors.  When he saw the soltān wearing such a coat, he went forward and said, "It is forbidden [by religion] for men to wear gold-embroidered clothes."  He had his assistant take the soltān's coat away and replaced it with a khaki-colored dervish robe.
  The sadr's position was further strengthened when his nephew Najmoddin Mas`ud was appointed chancellor to the king, and Ya`qub allowed Najmoddin to affix his signature (toqi`) next to the royal seal.


The sadr then embarked on taxation reform, revoking exemptions previously granted (including those to the religious community) and replacing them with taxes compatible with Islamic law.  To implement the new fiscal system, surveyors were appointed to assess land holdings.  The inexperience and corruption of the surveyors in carrying out the assessments, combined with the resistance of those who saw their privileges being curtailed, so aggravated some individuals that when Ya`qub died in 1490, halfway through the reforms, the discontented took revenge on Qāzi `Isā by hanging him.  His brother, Shaykh `Ali, who had acted as the sadr's deputy in the implementation of the tax reform, was tortured to death, as was his eighty-year-old uncle `Abdol-Malek-e Sāvoji.


The only member of the Sāvoji family spared reprisal seems to have been Najmoddin Mas`ud.  He was detained for a short while and released soon after, perhaps because he was not directly associated with the fiscal reforms, or perhaps because he had "sowed the seeds of attention and kindness in the heart of the peasants."
  Later sources remain silent on him,
 but the inscription here seems to indicate that Najmoddin Mas`ud was still active during the reign of the Āq-Qoyunlu Soltān Ahmad.


Upon ascending the throne in Tabriz in 1496, Soltān Ahmad centralized his government, modeling it after that of the rival Ottomans, and tried to increase revenues by strictly controlling grants and exemptions.  He attempted to bring taxation policies into conformity with Islamic law, in a fashion continuing the efforts undertaken by Qāzi `Isā.  In undertaking these reformist programs Soltān Ahmad might have employed the services of an experienced administrator like Najmoddin Mas`ud, who perhaps offered this manuscript to the soltān in thanks for renewed royal trust, or even to capture his attention in hopes of winning a post. 


Few calligraphy specimens of Najmoddin Mas`ud have survived, all written in the ta`liq script reserved for farmāns and edicts.  All are signed "Najm-e Mas`ud," as here.
  This inscription seems to be Najmoddin Mas`ud's only surviving calligraphy in nasta`liq.

[PP]Published:  Sotheby's, Nov. 23, 1976, lot 387; Spink's, April 1977, lot no. 5; N. M. Titley, "A Khamsa of Nizami Dated Herat 1421," British Library Journal 4, no. 2 (1978), p. 165; N. M. Titley, Persian Miniature Painting (London: British Library, 1983), p. 57 

[SAT]45a. The Ascent of the Prophet Mohammad to Heaven [SOL](fol. 3a)

[GT]Versified stories such as Mehr-o Moshtari traditionally begin with a section praising God, followed by one praising the Prophet.  This latter section in illustrated versions is often graced with a painting of the ascension of the Prophet Mohammad mounted on Borāq, usually represented as a horse with a human head.  Unfortunately, this manuscript fell into the possession of someone who subsequently effaced the image of the Prophet. 

[SAT]45b. Bahrām and the Merchants [SOL](fol. 32b)

[SAT]45c. Mehr Playing Polo in Front of King Kayvān [SOL](fol. 49a)

[GT]This painting, the largest of the manuscript, was folded when the manuscript was rebound in a smaller binding.  The brick structure rising to the top of the left side and the depiction of the central polo player are commonly found features in Jalāyerid manuscripts of the late fourteenth century.

[SAT]45d. Mehr Slays a Lion [SOL](fol. 55a)

This painting exemplifies the early Turkaman style: a landscape patterned with small patches of grass, colorful flowering bushes, figures wearing small, high-placed turbans, and typical round Turkaman faces.  The style has an affinity with that of earlier manuscripts produced in Yazd under the Teymurid Eskandar (1384-1415), especially a poetic anthology dated A.H. 810/1407, kept at the Topkapi Sarāy Library, Istanbul (H.796).

[SAT]45e. Wedding Procession of Nāhid [SOL](fol. 68b)

[GT]The scene displays a celebratory procession in which participants carry lighted tapers, one of which is adorned with a banner.  Others play a flute and tambourines, while a central figure dances.  

Cat. No. 46. 

[CPT]A KING CONVERSING WITH HIS COURTIERS

[CPB]Turkaman style, ca. 1460

Opaque watercolor and gold on paper

Illustration 10.8 x 13.8 cm

[GT]This fragment exhibits a number of typical Turkaman conventions:  the drawing of the high turbans covering most of the ear, the hexagonal floor tiles, and the lobed gold embroideries on the robes.  Although the courtiers' faces are all similar, their elongated faces differ considerably from the typical round Turkaman face, and therefore precise attribution is difficult.  The skillful drawing of the king's face and figure suggests a provenance from a major (royal) atelier, perhaps Uzun Hasan's. 

Cat. No. 47. 

[CPT]CALLIGRAPHY 

[CPB]Signed by Azhar (Azhar-e Tabrizi)

Iran, third quarter 15th century

5 manuscript pages inserted in an album page

Opaque watercolor, ink, and gold on paper

Album page 29 x 19.5 cm, large inset text 11.8 x 6.7 cm, small inset text 8.3 x 3.2 cm

[GT]Of the five manuscript pages incorporated into this album page, the three largest are consecutive ending pages of a poetic anthology.  They contain poems of the fourteenth-century mystic and poet Kamāl-e Khojandi.
  The colophon reads:  "Copied by the least of the scribes, Azhar, may God forgive his sins."


While the text is written in nasta`liq, the colophon, written in gold, is in reqā`.  Early in his career, Azhar left his home in Tabriz to join the library of Bāysonghor in Herāt, where he was tutored by the celebrated Ja`far-e Bāysonghori, also a native of Tabriz (see cat. no. 45); after Bāysonghor's death in 1434 Azhar was taken by Ologh Beyg to Samarkand.
  Much like his master's, Azhar's calligraphic skills are far better in traditional scripts such as the reqā` of the colophon than in the nasta`liq of the text.  Nevertheless, his fame was established in nasta`liq, and his calligraphy was sought by the Teymurid prince Bāysonghor and the Turkaman Pir-Budāq, for whom he copied a manuscript of the poems of Ebn-e Yamin in 1460 (in the T�rk ve Islam Eserleri M�zesi, Istanbul, Ms. 1927).
 


The two smaller pages combine verses from the poets Hāfez and Owhadi and are written in a minute nasta`liq.  They might be by the hand of Azhar, in accord with the customary practice of regrouping calligraphic examples of the same scribe onto an album page.  The margin decoration is probably Safavid, dating to the mid-sixteenth century.

[PP]Provenance:  Soheyli collection

Cat. No. 48. 

[CPT]SELECTIONS OF THE BUSTĀN 
[CPB]Possibly copied by `Abdorrahim-e Khārazmi, for Soltān Khalil 

Probably Tabriz, ca. 1478

11 folios with 3 illustrations added ca. 1535

Nasta`liq in 10 lines per page

Opaque watercolor, ink, and gold on paper

Page 20.5 x 12 cm, text panel 13 x 7 cm

[GT]Significant manuscript patronage under the Āq-Qoyunlu fell to their second generation.  Uzun Hasan's eldest son, Khalil (d. 1478), had been appointed governor of Shirāz, a city long associated with the production of important manuscripts, and a number of artists gathered around him there, most notably the calligrapher `Abdorrahim-e Khārazmi.  When Khalil ascended the throne at Tabriz in 1478, `Abdorrahim accompanied him to the capital where he continued his services under Khalil's brother and successor, Soltān Ya`qub.  


Although this manuscript has no colophon, the calligraphy represents certain similarities with `Abdorrahim's style that favor an attribution to him.  With his brother `Abdolkarim and his father `Abdorrahmān, `Abdorrahim practiced a form of nasta`liq known as the "western" style, in contrast to the "eastern" style practiced in Herāt and championed by Soltān-`Ali-ye Mashhadi and Mir `Ali-ye Heravi.  The western-style letters have longer descenders and ascenders, and their bodies are larger; the calligraphic line has a generally "faster" horizontal flow.
  By the sixteenth century the eastern style supplanted the western one.


Inscriptions in two opening medallions read:  "Oh God, perpetuate the power of the exalted soltān, the just and generous Khāqān, Shadow of God on Earth, champion of water and earth, the one who trusts in God the benefactor, the victorious Soltān Khalil, may God make eternal his kingdom."  Unlike his rebellious brother Ughurlu-Mohammad, the heir-designate Khalil was loyal to Uzun Hasan and would not have appropriated the epithet Shadow of God on Earth while his father was still alive.  The manuscript's abrupt ending, and an empty space that was later filled with a painting, might indicate that the project was abandoned when Soltān Khalil was killed in 1478 by his brother Ya`qub.


The manuscript must have been in Ottoman possession for a time, for it was once decorated with a series of awkward nineteenth-century Ottoman margin illuminations in tones of pink.  Those margins have since been replaced with plain paper, and the modern binding replaced with a stamped morocco binding of Ottoman or Turkaman origin of the late fifteenth century.  A concluding fly leaf with an Ottoman sāz drawing in gold is still incorporated in the manuscript.


Three paintings were added in Safavid times, about 1535: 

two paintings as a double-page frontispiece (see cat. nos. 71b, 71c) and an illustration to the last existing page of the manuscript (see cat. no. 71a).

[PP]Published:  Sotheby's, New York, Dec. 15, 1978, lot 217

Cat. No. 49. 

[CPT]THE PAINTING OF KHOVARNAQ CASTLE

[CPB]Turkaman style, ca. 1470

From a Khamsé of Nezāmi

Opaque watercolor, ink, and gold on paper

Page 23.4 x 14.8 cm, text panel 18.5 x 10 cm

[GT]This painting is from the book of Haft paykar (Seven bodies) of the Khamsé of Nezāmi, which recounts the adventures of the Sāsānian king Bahrām.  The tutoring of the young prince was entrusted to the king of Yemen, No`mān, and his son Monzar, who chose as Bahrām's residence the lofty castle of Khovarnaq.  Coming of age, Bahrām had many adventures, culminating in the slaying of a dragon, guardian of a vast treasure.  Three hundred camel-loads of treasure had to be carried away, ten of which were given to Monzar.  Monzar then ordered a painter to depict the exploits of Bahrām on the castle wall.  


This composition depicts a rare scene in Persian painting, a master painter and his pupil at work on the wall, with Monzar observing from below.  Among the scenes on the wall are Bahrām killing the dragon, hunting an onager (gur), and slaying a lion.  The painter and his assistant seem to float above the floor at the level of their work with no scaffolding to support them.  

Cat. No. 50. 

[CPT]`ALI OUTSIDE THE MAGICAL FORTRESS

[CPB]Turkaman style, ca. 1477

From a Khāvarānnāmé
Opaque watercolor, ink, and gold on paper

Page 39.5 x 28.5 cm, text panel 28 x 24 cm

[GT]The Khāvarānnāmé (Eastern chronicles) is one of many epic tales in popular Islam that recount the adventures of the imam `Ali (the Prophet's cousin and son-in-law, here identified by his flaming halo).
  The original text was written by one Ebn-e Hoshām in the Qohestān, a mountainous region of eastern Afghanistan.  But the provenance of this copy of the text is difficult to establish; it has the general characteristics of the Turkaman style, but its scale is unusually large.  


The bulk of the manuscript to which this painting belongs is now in the Muzé-ye Honarhā-ye Taz`ini, Tehrān.  A number of the manuscript's paintings carry the date A.H. 881/1477, while others are signed by an unidentified painter named Farhād.

[PP]Provenance:  Binney collection

Published:  Robinson (Colnaghi), no. 13

Cat. No. 51a-e. 

[CPT]KHAMSÉ OF NEZĀMI
[CPB]Perhaps Shirāz, dated A.H. 892/1487

352 folios with 21 illustrations

Nasta`liq in 4 columns, 21 lines per page

Opaque watercolor, ink, and gold on paper

Page 25 x 16.5 cm, text panel 16 x 9 cm

[GT]Although several colophons appear throughout this manuscript, no scribe's name is found.  The dates in the colophons have been altered to an earlier era save for the colophon at the end of Layla va Majnun (Layla and Majnun), where the untampered date of A.H. 892/1487 is given. 


The manuscript opens with two double-pages of illumination (first folio missing), followed by text and illustrations, all of which are in the Turkaman style.  A large number of manuscripts in a similar style are extant.
  Among the cities of western or central Iran under Turkaman dominion in the late fifteenth century, Shirāz in particular was noted for its long tradition of high-volume manuscript production, which continued well into the next century.  

[PP]Provenance:  Ex-Binney collection

Published:  E. Binney, Islamic Art from the Collection of Edwin Binney, 3d ed. (Washington, D.C.: Smithsonian Institution Press, 1966), no. 36

[SAT]51a.  Shirin Visiting Farhād at Mount Bisotun [SOL](fol. 74v)

[SAT]51b.  The Battle of Nofel with Layla's Tribe [SOL](fol. 126r)

[SAT]51c.  Bahrām-e Gur Enthroned after Killing the Lions [SOL](fol. 175r)

[SAT]51d.  Fetné Carrying the Cow Upstairs [SOL](fol. 179r)

[SAT]51e.  Eskandar Entertained by the Khāqān [SOL](fol. 285v)

Cat. No. 52a, b. 

[CPT]TWO PAGES FROM A SHĀHNĀMÉ 
[CPB]Calligraphy by Sālek son of Sa`id

Lāhijān, ca. A.H. 899/1493-94

Opaque watercolor and ink on paper

Page 34.5 x 24 cm

[GT]The following two pages come from a manuscript copied in 1494 for Kārkiā Mirzā `Ali (r. 1478-1504) at his court in Lāhijān in the province of Gilān, situated on the southwest coast of the Caspian Sea.  Kārkiā came from a dynasty that claimed Hosayni sayyed descent (descendants of Hosayn, grandson of the Prophet).
  His rule was marked by the arrival in Gilān in 1494 of the young Esmā`il Safavi, the future founder of the Safavid dynasty.  Kārkiā offered protection to Esmā`il against pursuing Āq-Qoyunlu forces who had already killed his brother.
  Some six years later, at age twelve, Esmā`il would set out to take revenge and vanquish the Āq-Qoyunlu house.

The Kārkiās, like Esmā`il, were Shi`ites.  Esmā`il's Shi`ite beliefs were likely reinforced by Kārkiā, himself reputedly a man of extreme piety,
 and Shamsoddin Mohammad-e Lāhiji, who taught the Qorān to Esmā`il and later became his sadr.
  In Lāhijān Esmā`il might have come into contact with the atelier artists who illustrated this manuscript of the Shāhnāmé, perhaps encouraging his taste for Turkaman painting.  The task of painting the some 350 illustrations originally contained in the manuscript--an extremely high rate of illustration for Persian painting--must have continued while Esmā`il was in Lāhijān.
  One might even speculate that the Shāhnāmé production at Kārkiā's library-atelier so pleasantly impressed young Esmā`il that he later offered the same opportunity to his son Shāh Tahmāsb by launching a similarly grand Shāhnāmé project (see cat. nos. 61-64).  Such speculation is favored by the high number of illustrations in both manuscripts; there seems to be no other extant Shāhnāmé with more than two hundred illustrations.


The original manuscript was copied in 1493-94 in two volumes:  the first has 202 paintings and is preserved at T�rk ve Islam Eserleri M�zesi, Istanbul (Ms. 1978), and the second, with 109 paintings, is at the Istanbul University Library (Yildiz 7954/310).
 

[SAT]52a. Kay-Khosrow Mounted on an Elephant

[GT]Kārkiā Mirzā `Ali was not himself a Turkaman but was subservient to the Āq-Qoyunlu, and the painting executed at his court was derived from the Turkaman style.  The dense and various grass patches and flowering shrubs are particularly consistent with Turkaman motifs. 

[PP]Provenance:  Rafael de Mitjora collection; Viscount S. S. Hermelin collection; Binney collection

Published:  Sotheby's, July 11, 1972, lot 150; Robinson (Colnaghi), no. 15

[SAT]52b. Afrāsiyāb's Night Attack on Kay-Khosrow

[GT]This painting, with its figures of a type usually referred to in the literature as "Big Head,"
 is somewhat removed from the mainstream Turkaman style.  Nevertheless, it still displays much Turkaman influence, particularly in its dynamic color scheme. 

[PP]Provenance:  Kraus collection 

Published:  E. J. Grube, Islamic Paintings from the 11th to the 18th Century, in the Collection of H. P. Kraus (New York: H. P. Kraus, n.d.), no. 66

chap5.txt

 [CN]5

[CT]The Safavid Synthesis

[GT]In the summer of 1501, Esmā`il-e Safavi (r. 1501-24), fourteen years old, scion of the masters of the Safavid Sufi order of Ardabil and venerated by his followers like a god, defeated the Āq-Qoyunlu army and entered the capital city of Tabriz.  There he mounted the pulpit of the Friday mosque, and against the advice of his counselors, he audaciously proclaimed Shi`ism the official religion.
  This declaration, perhaps more than any other event, set apart within the Islamic lands a territory with a distinct religion, language, and culture which would become the Persian state, the basis of modern-day Iran.


Young, handsome,
 cunning, cruel, and driven by a missionary zeal, Shāh Esmā`il would boast in his poetry:  

[PX]

I am Fereydun, Khosrow, Alexander, Jesus, Zahhāk.  My mother Fatima, my father `Ali: I too am one of the Twelve Imams.
  

[GT]These self-aggrandizing, paradoxical claims of identity with diverse historical figures betray a complex personality and legacy.  Indeed Esmā`il was Fereydun, the legendary Iranian hero who ended the thousand-year reign of the usurper Zahhāk, for Esmā`il's defeat of the Turkaman Āq-Qoyunlu brought an end to five centuries of Turco-Mongol rule over Iran.  Yet with as much Āq-Qoyunlu blood in his veins as Safavid,
 he was Zahhāk, the legendary foreign tyrant whom he rivaled in viciousness when he sent the scalp of a defeated opponent, the Ozbak Sheybāni Khān, to the Ottoman soltān, his hand to another supporter, and ordered the khān's skull made into a wine cup.
  He was Khosrow, the Iranian king of kings in the days of past glory, for he was the first sovereign ruler of the Persian lands to be of Iranian descent since the Arab invasions of the seventh century.  Yet he was also Alexander the Great, the foreign conqueror, when he led his mostly Anatolian Turkaman Qezelbāsh troops to conquer Iran.


Esmā`il's claim to be Jesus indicates an affinity with the Christianity of his grandmother, Theodora Komnene, wife of Uzun Hasan and daughter of the Greek emperor of Trebizond, and of his mother, Halimé (also known as `Ālam-Shāh Beygom), who was baptized as Marta.
  But most significant was his claim to be one of the Twelve Imams, spiritual leaders who descended directly from the Prophet Mohammad.  Esmā`il championed the Shi`a faith, and his followers considered him the embodiment of the spirit of the imams.  He was to rule and be the religious leader of his nation, a dual authority that no other ruler could claim for more than six centuries. 


The Arab conquest in the seventh century had brought the Persian lands into the sphere of Islam, where supreme authority rested with the caliph and the governing law was the shari`at.  The Mongol invasion had abolished the caliphate and introduced the yāsā, the socio-political canons of Changiz Khān.  Thereafter the shari`at and the yāsā were to coexist side by side, each championed by different groups of Iranian society: the Persian administrative and religious classes upheld the shari`at, while the military elite defended the traditions of the yāsā and the rule of the Turco-Mongols.  After the demise of the Il-Khānids, no ruler could maintain a legitimate political state with stable boundaries.  The man to reunify the Persian state was Shāh Esmā`il-e Safavi, who as a descendant of Turco-Mongol and Persian traditions embodied both the shari`at and the yāsā.  

[SH1]THE RISE OF THE SAFAVIDS

[GT]Esmā`il's ancestor was a Kurd by the name of Firuz Shāh Zarrin-Kolāh, a member of the landed gentry of Ardabil.  Of his descendants, Safioddin Es-hāq (1252-1334) became a mystic and disciple of Shaykh Zāhed-e Gilāni, a prominent fourteenth-century Sufi leader.  Safioddin married the shaykh's daughter, and, at his father-in-law's death, the Sufis accepted Safioddin's leadership and eventually established an order named after him, the Safavid order.  The Il-Khānid policy of religious tolerance, maintained by the Teymurids, reinforced the position of the Sufi leaders.  Not only were their lives spared in general massacres, but at times they were able to intercede favorably on behalf of their followers.  Sufi institutions were also granted tax exemptions (see cat. no. 9).  In many regions, such as Ardabil, successive confiscations of properties by the raiding Turco-Mongols had blurred lines of land ownership.  The unique position of the Sufi masters as spiritual leaders with political clout allowed them to acquire land with disputed titles and obtain clearances from claim holders.  As their wealth accumulated, the Sufis purchased more land at depressed values.
  By the mid-fifteenth century, their wealth became the basis of the power of the Safavid order of Ardabil. 


Safioddin Es-hāq was neither a Shi`a nor a sayyed (a direct descendant of the Prophet).  Later, to enhance Safavid legitimacy, Shāh Esmā`il's ancestors were represented as both Shi`a and sayyed, and historical manuscripts (see cat. no. 53) were falsified accordingly.  By the time of Shaykh Jonayd, a descendant of Safioddin Es-hāq (d. 1460), the Safavid order had become increasingly militant and leaned toward Shi`ism.  In a split with the more conservative branch of the order in Ardabil, Jonayd journeyed westward and gathered a following among the Turkaman tribes of western Iran and eastern Anatolia.  The same Turkaman tribes would later become the core of the Safavid army, known as the Qezelbāsh (i.e., red heads) a reference to a special headgear introduced by Jonayd's son, Shaykh Haydar (d. 1488; see cat. no. 54).  


A convenient outlet for the militancy of the order was to engage in ghazās, or wars, with nonbelievers to the north, in Georgia.  These forays, thinly disguised as missionary in purpose, were opportunities to loot and to capture Georgian women.  To reach Georgia, the Safavids crossed the territories of the Shervān-Shāhs, wreaking havoc on each passage.  Weary of these destructive expeditions and apprehensive about the rising power of the Safavids, the Shervān-Shāhs first killed Jonayd and later his son Haydar.  When the young Esmā`il, Haydar's son, emerged to take leadership of the order in 1500, his first battle was with the Shervān-Shāh Farrokhyasār to avenge the deaths of his father and grandfather.


Eventually the Turkaman Āq-Qoyunlu also became fearful of the rising powers of the Safavids, and Soltān Ya`qub (r. 1478-90) imprisoned Haydar's sons, his own nephews, `Ali, Ebrāhim, and Esmā`il, after the defeat of Haydar by Shervāni and Āq-Qoyunlu forces in 1488.  Rostam Āq-Qoyunlu (r. 1493-97), who ascended the Āq-Qoyunlu throne shortly after Ya`qub's death in 1490, set the brothers free but then changed his mind and sent troops to recapture them.  `Ali was killed in the pursuit, and Esmā`il took refuge with Kārkiā Mirzā `Ali, the ruler of Gilān (see cat. no. 52).  A few years later, at the age of twelve, Esmā`il emerged from Gilān to lead his devoted Qezelbāsh to the conquest of the Persian lands.


Esmā`il's rise to power was phenomenal.  He defeated the Shervān-Shāhs in 1500 and the two remaining Āq-Qoyunlu contenders, Alvand, 1501, and Morād, from whom he wrested control of Baghdad in 1508.
  He then turned eastward, taking the prized province of Khorāsān from the Sheybāni Khān in 1510 and pushing the Ozbaks back beyond the Oxus River.  For the first time since the Sāsānian empire, an Iranian ruler was to govern a substantial part of the ancient empire, claiming both the temporal and the religious legitimacy to do so.
  Esmā`il was perceived by Persians as possessing the farr-e izadi, the Divine Glory, an attribute by which he could confront and vanquish any adversary.  All rivals within the empire were destroyed, and even Sufi organizations that challenged his spiritual authority, such as the order of Shaykh Abu-Es-hāq Kāzeruni (cat. no. 28), were severely persecuted.  For a time Shāh Esmā`il seemed invincible.

[SH2]The Defeat of Chāldorān and Its Aftermath

[GT]Esmā`il found his match in the person of the Ottoman Soltān Salim (r. 1512-20), grandson of Soltān Mohammad II, the conqueror of Constantinople.  As a young prince Salim was appointed governor of Trebizonde, where he witnessed at close hand the attraction of Esmā`il among the Turkamans of his own province.  Salim considered Esmā`il a significant threat to the Ottoman empire, fearing a repetition of the Ottomans' defeat by another eastern conqueror, Teymur.


Determined to confront the Safavids, Salim first had to remove his own father, Bāyazid II (r. 1481-1512), whom he judged to be too complacent toward Esmā`il.  With the help of the Janissaries, the Ottoman elite troops, he forced his father to abdicate and seized the throne by eliminating rival contenders.
  The eastern Anatolian provinces had been the most important source of manpower for Esmā`il's Qezelbāsh troops.  Salim quickly moved to close the border in eastern Anatolia and block Qezelbāsh recruiting efforts in the region.  Before marching eastward, he ordered the massacre of thirty thousand Turkamans who might have been sympathetic toward their Qezelbāsh kinsmen.  Salim finally faced Shāh Esmā`il in battle in 1514 on the plain of Chāldorān, where the outnumbered Qezelbāsh troops were soundly defeated by the Ottoman artillery. 


After the defeat of Chāldorān Esmā`il behaved not as a vanquished man but as a cunning tactician.
  Through direct and indirect means, by alternating offers of concessions to Salim with parades exaggerating Qezelbāsh troop and artillery strength, Esmā`il attempted to dissuade Salim from mounting a second attack.  These tactics did not deter Salim, but they did undermine the Janissaries' willingness to undertake another eastern campaign.  Without the Janissaries, Salim could not advance his plans,
 and Shāh Esmā`il's young dynasty obtained the respite it needed to survive and consolidate its position. 


Esmā`il died in 1524 and was succeeded by his ten-year-old son Tahmāsb (r. 1524-76).  Conflicts with the Ozbaks and the Ottomans resumed soon after.  A decisive 1528 victory over the Ozbaks in Jām stabilized the eastern frontier, but on the western front Salim's son, Soleymān the Magnificent, pursued his father's goal of annihilating the Safavid state.  In three successive campaigns, however, Tahmāsb drove the Ottomans back.  The treaty of Āmāsiyé (Amasya), concluded in 1555, finally brought an end to hostilities. 


Tahmāsb's long reign and conservative policies transformed the tribal Qezelbāsh power into a full-fledged empire.  Although the Ottomans clung to an authority derived from a shadowy `Abbāsid caliph, and the Ozbaks held fast to a waning Changizid legitimacy while struggling to conform to Islamic law, the Safavids claimed both temporal and spiritual leadership of their people, a dual authority that no other major Islamic rulers could claim.

Cat. No. 53. 

[CPT]THE SAFVATOSSAFĀ
[CPB]Ardabil, dated A.H. 1033/1623

356 folios

Naskh in 21 lines per page

Opaque watercolor, ink, and gold on paper

Page 29 x 16.5 cm

[GT]The book of Safvatossafā (Quintessence of purity) written by Tavakkol b. Esmā`il-e Bazzāz, known as Ebn-e Bazzāz, is considered a primary source on early Safavid thought and ideology, giving an account of the birth, miraculous deeds, sayings, and way of life of the founder of the Safavid order, Safioddin Es-hāq.  A fabricated genealogy identifies Shaykh Safioddin as a descendant of Firuz Shāh Zarrin-Kolāh, whose ancestry in turn stretches back to the seventh imam, Musā al-Kazem,
 a direct descendant of the Prophet Mohammad.  Thus Safioddin and all his male descendants could be called sayyeds,
 an identification essential to later Shi`a propaganda and the legitimization of Safavid rule.  To further enhance the claims of the dynasty, the theory of the appearance of a "renewer" of the Islamic faith every one hundred years is evoked, as it had been for Teymur, although this time it is based on a hadith, or a saying of the Prophet.


Recent studies have established that this genealogy was altered, and all references that weakened Safioddin's sayyed status were deleted or modified.
  In a revised version apparently ordered by Shāh Tahmāsb,
 the Kurd Firuz Shāh became a sayyed. 


This copy of the manuscript was made in Ardabil in Ramazān A.H. 1033/August 1623, by the order of Allāh-Qoli Soltān, governor of Ardabil and perhaps keeper of the Ardabil Shrine,
 who must have been an appointee of Shāh `Abbās.  It would have been natural for the keeper to order a new copy of the Safvatossafā.


The scribe is named as Ebrāhim b. Hāji Jalil of Shervān.  The calligraphy is in a beautiful naskh script in black ink interrupted by words in red, gold, and green.  The manuscript contains one contemporary illuminated heading, which is slightly damaged.

[PP]Published:  Sotheby's, July 8, 1980, lot 254

Cat. No. 54.

[CPT]SAFAVID HELMET 

[CPB]Possibly Shirāz, first half 16th century

Damascened steel with gold 

Height 63 cm, depth 20 cm

[GT]The symbol of Safavid militancy was the tāj-e Haydari (Haydar's crown), a headgear worn by the followers of the order.  In Safavid chronicles the creation of the tāj is attributed to Shaykh Haydar, Esmā`il's father.  In a dream, he had been told by angels to implant a twelve-sided baton, cut from red scarlet, in his headgear; each side of the baton was to invoke one of the Twelve Imams of the Shi`a.
  Thereafter Safavid militants were referred to as Qezelbāsh ("red head" in Turkish).  The historian Qāzi Ahmad-e Ghaffāri wrote in the Tārikh-e jahānārā (World-adorning history, compiled in 1552) that Haydar's son `Ali, when pursued by the Āq-Qoyunlu forces prior to the battle in which he was killed, placed his own tāj on his younger brother Esmā`il's head "in the presence of the militant leaders (kholāfā) and the warriors who perceived it as a sign of transfer of leadership," perhaps indicating that the tāj worn by the leader of the order was perceived as the true crown.


Despite plentiful illustrations of the tāj-e Haydari in Safavid miniatures, no specimen has survived, and helmets and other headgear from the period are also rare.  This Safavid helmet, in imitation of the tāj, has a twelve-sided baton at its apex.  The Qezelbāsh came to be recognized in battle either by a little red flag stuck in the baton or by a red ribbon that was tied around a small tube in the upper part of the hollow baton. 


The body of the helmet is ribbed and molded from damascened steel, with gold applied on the ribs.  A circular band of inscriptions, 1.8 centimeters high, contains two verses of the Qorān commonly used on arms and armor, the Āyatol-Korsi, sura 2, āya 254 ("There is no god but God . . ."), and sura 61, āya 13 ("With God's help victory is imminent; herald the good news to the faithful"), followed by: "Oh Mohammad! Oh `Ali!"  The invocation of the name of Mohammad is almost standard, but the name of `Ali is invoked only in a Shi`a context.  The inscription in sols is beautifully incised in steel and laid on a background of spiraling arabesques that hold and connect the incised letters.  Helmets represented in illustrations of the mid-sixteenth century and attributable to Shirāz display the closest similarities to this helmet.

Cat. No. 55.

[CPT]FARMĀN OF SHĀH ESMĀ`IL
[CPB]Written by Fakhri Beyg

Iran, dated A.H. 910/1504

Ink and gold on paper

Page 45 x 22.8 cm

[GT]Shāh Esmā`il, grandson of the Āq-Qoyunlu Uzun Hasan, saw himself as the legitimate heir of the Āq-Qoyunlu empire.
  It is therefore not accidental that his imperial toghrā (calligraphic monogram) at the head of this farmān (decree) and the farmān's format have striking compositional similarities to those of Uzun Hasan.
  The new Shi`ism of Esmā`il, however, is reflected in the inscription at the top, which invokes the name of `Ali, the first imam of the Shi`a.  The toghrā reads:  "Orders are God's prerogative; These are the words (siyuzumiz) of the victorious and valiant Esmā`il."  The syntax of the second sentence is Turkish, and the Turkish siyuzumiz is used here in the same way as in the toghrā on farmāns of Uzun Hasan.
  The farmān heading perpetuates the style employed on Turco-Mongol documents (see cat. no. 9), with the addition of the name Esmā`il Bahādor written in gold, similar to the names of God and `Ali at the top, thus elevating Esmā`il to spiritual status.  Esmā`il's seal imprint appears below his toghrā, and following the practice of his predecessors, the seal is engraved with a versified couplet:  "The love of `Ali and his progeny has embodied me as my soul, [I who am], the slave of the king of men [i.e., `Ali], Esmā`il, son of Haydar."


Like most surviving farmāns of the fourteenth through sixteenth centuries, this one confirms a tax exemption, in this case of the fiefdom of a certain Amir Hosayn located near the city of Qazvin.  Apparently local authorities had levied some unwarranted taxes, and the farmān ordered restitution, threatening the wrath of the shāh.  The document is dated "second of Jomādā II of the year 910."  On the back the scribe's signature appears:  "Written (be-resālé-ye) by the transmitter of the soltān's orders, Fakhri Beyg parvāné-chi (the issuer of the shāh's ordinances)."

[PP]Provenance:  Amir-Shāhi collection

Cat. No. 56a, b. 

[CPT]THE QERĀNOSSA`DEYN OF AMIR KHOSROW DEHLAVI 

[CPB]Copied by Soltān-Mohammad-e Nur

Herāt, dated A.H. 920/1514

135 folios with 2 illustrations added ca. 1530

Nasta`liq in 14 lines per page

Opaque watercolor, ink, and gold on paper

Page 25 x 16 cm, text panel 15 x 8 cm

[GT]The author of the Qerānossa`deyn (Conjunction of the two auspicious stars) is the Persian poet Amir Khosrow Dehlavi (1253-1325).
  At the court of Delhi he witnessed the reigns of Soltān Ghiyāsoddin Balbān (r. 1266-87) and his successors.
  When Balbān died, the grand amir Fakhroddin-e Kutvāl engineered the election of Balbān's grandson, Kay-Qobād (r. 1287-90), as the new soltān.  Kay-Qobād's father, Boqrā Khān, remained ruler of Bengal.  The young Kay-Qobād, indulging in worldly pleasures, left the administration of the kingdom to the intemperate decisions of Nezāmoddin, a nephew of the grand amir.  Boqrā Khān decided to intervene and marched toward Delhi, meeting his son on the banks of the Sar-ow River.
  But father and son embraced, and Kay-Qobād dismissed Nezāmoddin.  Kay-Qobād later asked Amir Khosrow to compose a book of poems recounting the meeting of father and son on the riverbank.
  The book was named Qerānossa`deyn, after an astrological reference to the gathering of two stars in one constellation, a sign of good fortune.  


Amir Khosrow was a prolific writer greatly admired in India.  Although his fame had reached the Persian courts, the Qerānossa`deyn was not among the standard manuscripts copied for the library-ateliers of the Teymurids or Turkamans.  Among his works, the Khamsé (Quintet) was copied often in Persian ateliers, and when a larger compilation of Amir Khosrow's works was prepared, the Qerānossa`deyn was sometimes included.
  


This manuscript seems to be the earliest illuminated Qerānossa`deyn copied as a single volume in a Safavid atelier.
  The colophon reads:  "By the help of God the Donor, this manuscript was brought to completion by the hands of the sinful slave, Soltān-Mohammad the Scribe, at the city of Herāt, may God preserve it, in the year 920."  The production of sumptuous Qerānossa`deyn manuscripts continued with at least three other single volumes penned within the relatively short span of 1514 to 1516
 by the scribes Soltān-Mohammad-e Nur (active 1501-31) and Soltān-Mohammad-e Khandān (active 1509-50), the former being the same calligrapher named in this colophon.


The sudden interest in this relatively obscure text might be explained by the coincidence of its production with a joyous event in the house of the Safavids.  A year earlier, the Ozbaks, in the wake of their defeat of the Qezelbāsh in Ghojdavān, had invaded Khorāsān.  Shāh Esmā`il intervened, sending them back across the Oxus.  Khorāsān cities were again brought under Safavid control, and Zaynal Khān-e Shāmlu (d. 1528) was appointed governor of Herāt.  Shāh Esmā`il returned to Esfahān, where on the twenty-second of Zol-hajjé A.H. 919 (February 19, 1514), his son the future Shāh Tahmāsb was born.


Not unlike the meeting of Kay-Qobād and Boqrā Khān on the riverbank, the birth of Tahmāsb and the return of Shāh Esmā`il to Esfahān, where father and son were brought together, were events interpreted as the Conjunction of the Two Auspicious Stars, and this manuscript was probably copied in commemoration of these occurrences.  Perhaps Zaynal Khān-e Shāmlu wished to offer Shāh Esmā`il a present in gratitude for his nomination as governor of Herāt, and courtiers hoping to win favor might have ordered additional copies.


The first two leaves of the manuscript have been replaced, perhaps with the loss of a frontispiece or a dedicatory shamsé (roundel), and it has been completely remargined.  The two existing illustrations are not contemporary but were inserted a few years later, circa 1530, under Shāh Tahmāsb (see below), with the loss of some text on the page of insertion.
  The text of the manuscript seems otherwise complete.


The binding is badly worn, but traces of a fine design outlined in gold on a dark blue background are still visible, richly decorated with exotic materials such as crushed mother of pearl.  The binding seems to be contemporary with the illustrations and is close to the style of Āqā Mirak (see p. 000, under "Āqā Mirak").  The design closely resembles the margin illumination of a 1468 Golestān manuscript (see cat. no. 214) and is possibly by the same hand.

[PP]Provenance:  Libris of Annie Cowdray

[SAT]56a. The Meeting of Kay-Qobād with His Brother Kay-Kāvus [SOL](fol. 43v, overleaf) 

[CPB]Painting and calligraphy attributed here to Mozaffar-`Ali

Esfahān, ca. 1531

Illustration 20.5 x 12.7 cm

[GT]Prior to the final reconciliation between father and son, as a sign of goodwill and conciliation, Boqrā Khān sent his other son Kay-Kāvus with rich presents across the river.  Kay-Kāvus bowed down before Kay-Qobād, "sweeping the ground with his hair," and was warmly greeted by his brother.  According to the original story, this scene took place at the royal encampment by the bank of the Sar-ow River.  Here the artist has rendered a complex representation with women and a child seen on a castle balcony.  The painting perhaps has two meanings, both of which refer to Safavid events that took place near Esfahān and are interpreted as the Conjunction of Two Auspicious Stars: Shāh Esmā`il joining his newborn son Tahmāsb about 1514, and Tahmāsb meeting his brother Sām Mirzā in the spring of 1531.
  The latter incident might explain why a secondary event such as the meeting of the brothers Kay-Qobād and Kay-Kāvus was chosen to illustrate this Qerānossa`deyn manuscript instead of its central scene, the meeting of father and son, Boqrā Khān and Kay-Qobād. 


The young prince Sām Mirzā (1517-61), the nominal governor of Herāt, had fled the city's Ozbak besiegers in 1529 when his guardian, Hosayn Khān-e Shāmlu, obtained safe passage for the prince and his troops.  But the evacuation terms negotiated by Hosayn Khān and his reluctance to join Tahmāsb left the court suspicious of his and Sām Mirzā's intentions.
  Thus Tahmāsb's subsequent warm welcome of Sām Mirzā in Esfahān must have been a great relief to the prince, who might have honored the favor by ordering the completion of this manuscript with an appropriate illustration.  The contemporary historian `Abdi Beyg-e Shirāzi gave an account of the encounter between the two brothers
 in terms that parallel the illustration as well as the poems of Amir Khosrow:  When Sām Mirzā reached the royal encampment he dismounted and "rushed with great joy to kiss the ground [before the king]," and "as he swept the forehead of loyalty on the ground, the sandalwood-perfumed scent of the dust of the courtly threshold dissipated the headaches caused by the vain thoughts [that he harbored against Tahmāsb]."


The encounter is depicted in the lower half of the painting where Sām Mirzā (as Kay-Kāvus) is greeted by Shāh Tahmāsb (as Kay-Qobād) wearing Qezelbāsh headgear.  The latter figure, as the Safavid king, not only represents Tahmāsb but alludes to Shāh Esmā`il and to Tahmāsb's birth, which is referred to within the painting by the inclusion of a crowned child, held (as a baby) by one of the ladies on the balcony.
 


This child, his nurse, and attendants on the balcony have all been effaced, with the exception of the princely lady to the far right, presumably Shāh Tahmāsb's mother.
  A possible explanation for these defacements relates to an unsuccessful plot in 1534-36 in which Hosayn Khān-e Shāmlu, with the connivance of the Ottomans and the Ozbaks, endeavored to replace Shāh Tahmāsb with the more docile Sām Mirzā.
  While Tahmāsb was preoccupied by the Ottoman Soleymān's attack on Tabriz in 1534, Hosayn Khān's Qezelbāsh troops rebelled in Herāt.  Tahmāsb prevailed over the Ottomans and headed toward Herāt to deal with the usurpers.  Sām Mirzā had no choice but to implore his pardon.  One can speculate that at this time Sām Mirzā expressed his anger and frustration by defacing the figures representing his brother as an infant, certain close attendants, and another brother, Bahrām Mirzā (see detail), but sparing the figures of their mother and father.
 


This painting can be identified as an early work by Mozaffar-`Ali (active circa 1530-76).  It dates from the time when Mozaffar-`Ali and Mirzā `Ali were apprenticed to the aging master Behzād.  Mozaffar-`Ali was a grandnephew of Behzād,
 and this relationship might have allowed him the honor of illustrating this episode at such an early stage in his career.  Over the doorway is a panel containing an inscription written in a geometric script.  Such formulas over doorways were used by painters almost like signatures; the phrase employed discloses the identity of the painter.  The inscription in this painting reads: "[Oh Lord] protect me in every circumstance," which is the same formula used in a circa 1530-35 painting attributed to Mozaffar-`Ali from the Shāh Tahmāsb Shāhnāmé (fig. 22).
  Painted a few years later, this illustration contains similar features expressed with greater maturity:  faces, tilework, and a blue phoenix drawn on the white stucco.  By the early sixteenth century nasta`liq had become the most popular script for Persian literary works, and Mozaffar `Ali excelled at it, as seen in his panel in white ink over a red background in the Shāhnāmé painting, a tour de force of nasta`liq script.
  In cat. no. 56a, Mozaffar `Ali's great ability in nasta`liq enabled him to change the page layout and rewrite the verses in an asymmetrical space integrated in the illustration.
 

[SAT]56b. Kay-Qobād Feasting by a Stream  [SOL](fol. 70v)

[CPB]Attributed here to Mir Mosavver 

Esfahān, ca. 1531

Illustration 15 x 8 cm 

[GT]Mir Mosavver, to whom this painting is attributed, maintained a consistent style throughout his career, and the task of dating his paintings based on stylistic grounds alone is at best tenuous.
  Nevertheless, in terms of composition, this painting is more elaborate than his paintings in the 1525 Khamsé manuscript in the Metropolitan Museum of Art, New York (13.288.7),
 and the 1525 Guy-o chogān (Ball and polo stick) in the State Public Library, St. Petersburg (Dorn 441).
  In its design it is closer to a folio of the Shāh Tahmāsb Shāhnāmé attributed to Mir Mosavver (fig. 23) and executed about 1530.  A similar date for cat. no. 56b is not unlikely, supporting the contention that the painting was inserted into the manuscript after the meeting of Sām Mirzā and Shāh Tahmāsb in Esfahān.


Here again the face of the king, interpreted to represent both Kay-Qobād and Shāh Tahmāsb, has been purposely effaced.  Within the context of the dual interpretation of the Conjunction of the Two Auspicious Stars, this illustration alludes to Tahmāsb's warm reception of Sām Mirzā by depicting the king offering his brother the Qezelbāsh headgear. 

[PP]Published:  Christie's, Oct. 12, 1978, p. 63

Cat. No. 57. 

[CPT]CALLIGRAPHY 

[CPB]Signed by `Abdollāh-e Bayāni (Shahāboddin `Abdollāh-e Morvārid) 

Herāt, dated A.H. 921/1515 

Ink on paper 

Text panel 15.5 x 18.5 cm

[GT]Shahāboddin `Abdollāh-e Morvārid (1460-1525)
 was born into a family of Persian administrators serving the Teymurids.  His father, Shamsoddin Mohammad-e Kermāni, was a vizier to Soltān Abu-Sa`id and his successor, Soltān Hosayn Mirzā Bāyqarā.  He was one of the few viziers to retire of his own will and to continue to enjoy the favor of the soltān, who appointed him trustee and administrator to the important shrine of Khājé `Abdollāh-e Ansāri.


Following in his father's footsteps, Shahāboddin `Abdollāh-e Morvārid was appointed vizier to Soltān Hosayn and headed the important ministry of "correspondence" (resālāt).  A prerequisite for such a post was a mastery of literary and/or official writing and a reasonable skill in calligraphy.  `Abdollāh excelled in both.  He left many respected works, including a compendium of poems and a poetical work on the story of Khosrow and Shirin.  He used the pen name Bayāni, as in the signature on this piece of calligraphy.  


After Shāh Esmā`il entered Herāt in 1511, Bayāni was asked to retain his post.  He at first declined, but then accepted the task of compiling the Tārikh-e shāhi (Kingly chronicles), a historical text on Shāh Esmā`il's reign.  


Bayāni was a pupil of `Abdollāh-e Tabbākh-e Heravi (see cat. no. 30) in the study of traditional scripts, and this piece is evidence of his command.  The first line is written in a powerful sols script in black ink.  The middle section, which includes the signature of the calligrapher, alternates in lines of blue and gold reqā`.  The third line is in an elegant reyhān written in gold with black diacritical marks.


The colophon reads:  "Practiced by the sinful slave who is in need of compassion of the praised lords, especially that of the guiding and rightly guided and infallible imams [God] bless them, `Abdollāh-e Bayāni, in the year 921, in the ruined city [kharābat] of Herāt."  The Arabic epithet kharābat for the city of Herāt was unlikely to have been used by an average scribe or calligrapher,
 and is perhaps a reflection of the distress and destruction visited upon the city by the feuding Safavids and Ozbaks.

[PP]Provenance:  Ahmad-e Soheyli collection

Published:  Qāzi Ahmad-e Qomi, Golestān-e honar (Garden of talents), ed. A. Soheyli (Tehrān: Bonyād-e Farhang-e Iran, 1352), p. xix

Cat. No. 58. 

[CPT]A POEM IN PRAISE OF MIR ASHRAF

[CPB]Calligraphy signed by Soltān-Mohammad-e Nur 

Probably Herāt, ca. 1520

Opaque watercolor, ink, and gold on paper

Text panel 21.6 x 11 cm

[GT]Calligraphers often copied their own poems, as did the celebrated Mir `Ali of Herāt (1513-43) and his contemporary Soltān-Mohammad-e Nur (active 1501-31).  The statesman Amir `Ali-Shir Navā'i (see chap. 5), who met Soltān-Mohammad-e Nur at a young age, listed him as a poet in his Majālesonnafā'es (Galaxy of poets, 1490-91) but observed that his poetry did not meet the standard of his calligraphy.
  The indifferent quality of this poem and its laudatory tone suggest that it is by Soltān-Mohammad-e Nur himself, using the pen name `Elmi.  The lines praise a certain Mir Ashraf who is credited in the poem with the defense of Khorāsān on behalf of Shāh Esmā`il, perhaps referring to the unsuccessful attempt by the Ozbaks to capture Herāt in 1520.
  Shāh Esmā`il's name appears in gold. 

[PP]Provenance:  Kevorkian collection; Hosayn Afshār collection 

Published:  Sotheby's, April 3, 1978, lot 6 

[SH1]THE SAFAVID ROYAL LIBRARY-ATELIER

[SH2]A Synthesis of East and West

[GT]After his defeat at Chāldorān in 1514, Shāh Esmā`il resorted to other traditional manifestations of kingship to buttress the legitimacy of his rule, including the establishment in Tabriz of a royal library-workshop for the production of illustrated manuscripts.  Although his turbulent early years did not allow for the kind of training in calligraphy or painting that a number of Teymurid and Āq-Qoyunlu princes received, Esmā`il, as a youth hiding in Gilān, must have witnessed the patronage of Kārkiā Mirzā `Ali, for whom the profusely illustrated 1494 Shāhnāmé was prepared (see cat. no. 52).  Esmā'il, however, did take a keen interest in the proper education of his sons, and according to the chronicler Budāq-e Qazvini, when the young Tahmāsb displayed a talent "for illustration, painting, and calligraphy,
 painters were brought from distant places, including master Behzād who came from Herāt."
  Budāq-e Qazvini also noted that the painter Soltān-Mohammad "had already activated the royal library-atelier and the Shāh [Tahmāsb] . . . was already his pupil."
 


By virtue of his conquests of the Āq-Qoyunlu in the east and the Teymurids in the west, Shāh Esmā`il became the inheritor of the two dominant Persian schools of calligraphy and manuscript illustration.  The western Turkaman school of Tabriz had flourished under Shāh Esmā`il's uncle, Soltān Ya`qub Āq-Qoyunlu, and, in the east, that of Herāt had reached a peak under Soltān Hosayn Mirzā Bāyqarā.  Turkaman design was characterized by its turbulent composition and vibrant colors, while Herāt work was marked by well-balanced, restrained compositions in subtle colors.  Calligraphers and painters from both centers, those of Herāt headed by the respected Behzād (cat. nos. 35, 36c) and those of Tabriz led by Soltān-Mohammad (cat. nos. 59, 60), eventually joined forces to create perhaps the grandest of all manuscripts, the Shāh Tahmāsb Shāhnāmé (see cat. nos. 61-64).  In the course of the project, eastern and western modes were synthesized to create a Safavid imperial style.
  The royal Safavid library-atelier, with an unprecedented concentration of talent, was to set the aesthetic norm in manuscript production as well as traditional crafts such as textiles, carpets, and metalwork.  Inevitably it also exercised a profound influence on rival royal ateliers, including those of Ottoman Turkey and Mughal India. 

[SH2]Soltān-Mohammad:  The Zenith of the Age 

[GT]In the preface of an album prepared for Bahrām Mirzā, brother of Shāh Tahmāsb, the calligrapher Dust-Mohammad, head of the royal library-atelier in the mid-sixteenth century, wrote "an account of past and present painters."
  Discussing the painters of Shāh Tahmāsb's period, Dust-Mohammad ranked Soltān-Mohammad as the "zenith of the age" and described among his works for the Shāh Tahmāsb Shāhnāmé a "scene of men clad in leopard skins" before which painters "hung their heads in shame."
  Dust-Mohammad was referring to Soltān-Mohammad's supreme effort, the Court of Gayumars (fol. 20v).
  In the third quarter of the sixteenth century, Budāq-e Qazvini wrote:  "According to established masters . . . Soltān-Mohammad was more successful [than Behzād] in pursuing the Qezelbāsh style
 when depicting clothing and armor, horses, weapons, etc. . . . Soltān-Mohammad could rival Behzād in many spheres."
  Such direct comments about the work of an artist are extremely rare in a Persian royal chronicle, and this reference, together with two signed works by the artist (see below), forms the basis for the study of his other works.
  

Cat. No. 59. [OL](overleaf)

[CPT]CELEBRATION OF `ID

[CPB]Signed by Soltān-Mohammad

Probably Tabriz, ca. 1527

From a Divān of Hāfez

Opaque watercolor, ink, and gold on paper

Page 29 x 18.3 cm, text panel 18 x 9 cm, illustration 20 x 15 cm

[GT]This painting illustrates a poem composed about 1376
 by Hāfez as a eulogy to the Mozaffarid king Shāh Shojā` (see cat. no. 17).  The following couplets are incorporated in a row of four cartouches at the top of the parapet: 

[PX]Friends eagerly wait, for it is the time of `Id and roses.  

Sāqi [wine bearer]! Behold the refulgent moon in the king's resplendent face and bring wine!  

He is fortunate, a noble ruler, Oh God, spare him from the evil eye.
 

[GT]
The beginning of the `Id-e Fetr, festivities following the fasting month of Ramazān, is marked by the sighting of the new moon.  Traditionally prayers were recited, as by the three moon watchers at the left on the rooftop; immediately after spotting the moon, participants would try to set their eyes on a beautiful face.  Superstition held that such action would ensure happiness and luck for the rest of the month.  Thus the two moon watchers in the center and at the right have turned to look at their nearest companions.  In his verse Hāfez suggested that viewers behold the new moon in the face of the king, elegantly worded praise for Shāh Shojā`.


The Tabriz artist Soltān-Mohammad ably characterized the faces of the moon watchers.  The first two seem to pray without great conviction, while the third courtier appears deeply involved in his meditations.  Other attendants interact with their neighbors; those in the circle closest to the king remain composed, while those at the outer edges engage in lively discussion.


To embellish the illustration, Soltān-Mohammad applied thick paint in relief to achieve the ribbed effect on the white turbans, a difficult technique, and he used elaborate arabesque painting on the gold background of the throne, a method later brought to perfection by his son Mirzā `Ali (see cat. no. 65).  In a gold cartouche on the throne, Soltān-Mohammad incorporated his signature:  "The work of Soltān-Mohammad of `Erāq."
 


Judging from the high quality of the paper and calligraphy, the manuscript (private collection) from which this painting came was probably produced in Herāt
 and selected pages of its calligraphy sent to Soltān-Mohammad in Tabriz to add illustrations.  On stylistic grounds the painting itself can be dated about 1527.
  The inclusion in the manuscript of three works (fols. 67r, 77r, and 135r) by Soltān-Mohammad (versus two paintings by the Herāt artist Shaykhzādé) suggests that the project was commissioned by Tahmāsb, the only individual who could have commissioned illustrations from the leading atelier artist while the Shāh Tahmāsb Shāhnāmé was in production. 


It appears that Soltān-Mohammad decided to alter the space allocated by the calligrapher for his design, for the painting is on a piece of paper glued over the original sheet.  He apparently made the necessary calligraphic changes himself and incorporated the fifth couplet of the poem in the architectural decoration, next to the first couplet, even though it already appeared on the following page.  The first and fifth couplets refer to kings and kingship, and their inclusion in the painting doubly emphasizes the status of the prince seated on the throne.  


Soltān-Mohammad used a conventional but precise and well-balanced sols script, written in white ink with thin black outlining.  The calligraphy in the cartouche on the doorway, however, is hastily written, without outlining, and is not even properly centered; the first two letters ("al") encroach on the margin.  The inscription, reading "the guide (al-hādi), the victorious Sām Mirzā," is certainly not by the hand of Soltān-Mohammad and must be a later addition.  The term "victorious" (abol-mozaffar) was reserved for Shāh Tahmāsb, Sām Mirzā's brother,
 and presumably the inscription originally invoked Tahmāsb's name.  The appearance of Sām Mirzā's name in a scene in which both the poem and illustration explicitly refer to a king seems inconsistent.


At the time this painting was made, the very young Sām Mirzā was governor of Herāt under the tutelage of Hosayn Khān-e Shāmlu, a maternal cousin of Tahmāsb and Sām Mirzā who later strengthened his royal ties by marrying his daughter to Sām Mirzā.  In 1534, when Tahmāsb was preoccupied by an Ottoman attack at Tabriz, Hosayn Khān was the main instigator of a failed plot to overthrow Tahmāsb and replace him with Sām Mirzā (see cat. no. 94).


The altered inscription suggests that Sām Mirzā actively wished to elevate himself above his princely status.  Presumably he ordered the inscription's modification while Tahmāsb was thought to be doomed in his confrontation with the Ottomans.  Al-hādi was a term usually associated with Shāh Esmā`il; it appears on his coinage
 and in an edict written by him in 1505 and later carved in a stone affixed to a wall of the Friday mosque in Esfahān.
  The use of al-hādi might have been meant to put forth Sām Mirzā as the spiritual guide of the Safavid movement and to imbue him with his father's aura. 


The fact that the cartouche still contains Sām Mirzā's name seems to indicate that the manuscript never came into the possession of Shāh Tahmāsb after it was altered, although he was undoubtedly its initial patron.  

[PP]Provenance:  Louis Cartier 

Published:  A. B. Sakisian, La miniature persane du XII au XVII siŠcle (Paris: Les Editions G. Van Oest, 1929), fig. 145; L. Binyon, J. V. S. Wilkinson, and B. Gray, Persian Miniature Painting (London: Oxford University Press, 1933), A.127; S. C. Welch, A King's Book of Kings (London: Thames and Hudson, 1972), p. 57; S. C. Welch, Royal Persian Manuscripts (London: Thames and Hudson, 1976), p. 66; M. B. Dickson and S. C. Welch, The Houghton Shahnameh (Cambridge: Harvard University Press, 1981), vol. 1, p. 38

Cat. No. 60. [OL](overleaf)

[CPT]ROSTAM KILLS THE WHITE DIV

[CPB]Attributed here to Soltān-Mohammad 

Tabriz, ca. 1525

From a Shāhnāmé mounted on an album page 

Opaque watercolor, ink, and gold on paper

Album page 38.2 x 24.6 cm, illustration (with text) 25 x 14.7 cm

[GT]A chief characteristic of Soltān-Mohammad's painting is the wit and subtle humor concealed in the interactions between figures in a scene.  Depicted here is the seventh and final episode of the hero Rostam's adventures en route to rescue the king Kay-Kāvus, imprisoned by the divs (demons).  The final battle is against their leader, the White Div.  Rostam had previously captured Owlād, a local warlord whose life was spared on the condition that he take Rostam to the mountain where the White Div lived.  Once there, Rostam tied Owlād to a tree lest he betray him while he engaged the White Div in combat.  Soltān-Mohammad added a humorous twist by creating a parallel drama:  while Rostam slays the White Div, a leopard hidden in the rocks prepares to attack poor Owlād, who throws the beast a terrified glance.  


The other divs have formed a circle around the entrance of the cave in which the White Div and Rostam struggle.  Some are quarreling among themselves; others watch their leader with amusement and even cheer.  Other grotesque figures are concealed in the rocks.  Perhaps Soltān-Mohammad intended a parody of the Safavid court, with its factionalism and feuds between the various Qezelbāsh clans. 


This painting is closely related to two other contemporary Shāhnāmé pages attributed to Soltān-Mohammad:  Siyāvosh and Afrāsiyāb Playing Polo, from a Shāhnāme dated A.H. 931/1524 (fig. 24),
 and Hushang Slays the Black Div, circa 1525, from the Shāh Tahmāsb Shāhnāmé (see fig. 25).  The treatment of the rocks surrounding the leopard and the mountaintops with tall flowering bushes is similar to fig. 24, and the knotted fabriclike clouds and many of the divs are similar to those seen in the royal Shāhnāmé.  Some figures even have the same posture: the gray div in cat. no. 60 mirrors the white one protecting itself from the stone-throwing angel in fig. 25.


Numerous stylistic features characteristic of Soltān-Mohammad appear in this painting, notably the figure of Owlād, with his long neck and slightly raised eyebrows, and the finely drawn red shading of his cheeks.  The depiction of the horses is also typical, with their elongated hindquarters, gently curved saddle cloths, and gold and black decoration of their saddles.  The numerous green tufts covering the ground, mechanically and repetitiously drawn, signal an artist's work almost like a signature; here they are in the style of Soltān-Mohammad's Shāh Tahmāsb Shāhnāmé paintings, particularly Hushang Slays the Black Div.


Soltān-Mohammad's work ranges from meticulously executed paintings such as the Celebration of `Id (cat. no. 59) to the more exuberantly drawn paintings contained in the Shāh Tahmāsb Shāhnāmé.
  In size and execution of detail, this painting is close to the Celebration of `Id, in which, under the influence of Behzād, Soltān-Mohammad practiced a more subdued composition and palette. 


The margins and illumination were added around 1575, probably in Shirāz.  The illumination has been extended between the text partitions, changing the balance of the composition of the page.  A painting of the same episode from a late sixteenth-century Shāhnāmé in the India Office Library and Records, London (Tipu Ms. 741, fol. 94b), probably copied in Shirāz, is directly derived from this illustration, a further indication that it was in Shirāz by the fourth quarter of the sixteenth century.


Many contemporary royal texts such as the St. Petersburg Shāhnāmé and the 1526-27 Navā'i manuscript (Suppl. Turc 316, 317) in the BibliothŠque Nationale, Paris,
 contain mediocre calligraphy.  Nonetheless, the very poor calligraphy of this particular manuscript is difficult to explain.  

[SH2]The Shāh Tahmāsb Shāhnāmé 

[GT]In 1566 the Ottoman Soltān Soleymān the Magnificent died while on campaign in Hungary.  News of his death did not reach the Safavid court until 1567, and Shāh Tahmāsb dispatched a delegation to honor the accession of Soltān Salim II, Soleymān's successor.
  Tahmāsb's major concern was the preservation of the laboriously concluded treaty of Amāsiyé (Amasya), which in 1555 put an end to hostilities between Soleymān and Tahmāsb and delimited the boundaries of their respective domains.


A Safavid delegation of 320 officials and 400 merchants presented the new Ottoman ruler with gifts and presents laden on 34 camels.  A list of the gifts, ranked in descending value, was established by an Ottoman official.  The enumerated objects included a jewel box holding a pear-sized ruby, two pearls weighing 40 drams, a tent topped with gold, and 20 silk carpets.
  The most highly valued items, however, were a manuscript of the Qorān (supposedly copied by the imam `Ali, d. 661) and a copy of the Shāhnāmé, identified by the contemporary chronicler Budāq-e Qazvini as "a Shāhnāmé that had taken twenty years for completion, beginning early in the reign of the late shāh when he had a liking for reading and writing, and calligraphers and painters were constantly in his presence."
  This undoubtedly was the magnificent royal Shāhnāmé of Shāh Tahmāsb, offered as ransom to maintain his country's peace.


The Shāhnāmé was originally conceived and begun by Shāh Esmā`il as a statement of the Safavids' newly acquired power, and continued with the direct involvement of the young Tahmāsb.  Most likely begun sometime after Tahmāsb arrived in Tabriz from Herāt in 1522, the manuscript's production stretched up to the 1540s, long after Esmā`il's death in 1524.  Hence the dedicatory medallion added at the completion of the project is in the name of "Abol-Mozaffar Shāh Tahmāsb."
  


A seminal study of the stylistic evolution of the 258 paintings of the manuscript describes three major phases of production.
  In this scheme, the first was dominated by the painter Soltān-Mohammad, who appears to have been acting director of the project.  The second phase seems to have been led by Mir Mosavver, and the third by Āqā Mirak.  The old Teymurid master Behzād, although appointed head of the royal library-atelier by Esmā`il in 1522, most likely was not actively painting by the time of the Shāhnāmé project.
  Nevertheless, his prestige and influence were strongly felt among court painters, and his impact is particularly visible in the stylistic evolution of painters such as Soltān-Mohammad, whose work gradually acquired a subdued elegance.  Behzād's dominance can also be seen in the younger generation of Shāhnāmé painters such as Mirzā `Ali and Mozaffar-`Ali, who appears to have been trained by Behzād himself.  Of the four pages in this collection, cat. no. 61 seems to belong to the first phase of production, cat. nos. 62 and 63 to the second, and cat. no. 64 to the last.

[PP]Historical provenance:  Shāh Tahmāsb library, Ottoman Soltāns' library

Modern provenance:  Baron Edmond de Rothschild, inherited successively by his son Maurice and grandson Edmond Arthur Houghton, Jr. 

Cat. No. 61. 

[CPT]ZĀL IS SIGHTED BY A CARAVAN 
[CPB]Attributed to `Abdol-`Aziz

Tabriz, ca. 1525

Fol. 62v of the Shāh Tahmāsb Shāhnāmé 

Opaque watercolor, ink, and gold on paper

Page 47 x 31.8 cm, text panel 26.9 x 17 cm

[GT]This magnificent page by the painter `Abdol-`Aziz is in a manner directly inherited from the turbulent paintings of the Āq-Qoyunlu court of Tabriz.  Vibrant in design, dazzling in coloration, it is one of the most striking creations of this royal Shāhnāmé.  Sinuously curved lines, most noticeable in the trees and bushes, and an undulating rock formation are counterbalanced by the bold drawing of the simorgh, a legendary bird, creating a dynamic flow of energy that is accentuated by a color scheme of gold, shades of blue and violet, emerald green, rose, and pink.


The brushwork is a study in contrasts:  direct and forceful in the rock formations, precise and delicate in its delineation of the human figures and animals.  The influence of Soltān-Mohammad is particularly felt in the inclusion of grotesque figures within the rock formations and relief painting of the ribs on the white turbans. 


This scene represents a well-known episode from the story of Zāl, father of the legendary Shāhnāmé hero Rostam.  The birth of Zāl, an albino with hair white as snow, brought consternation and fear to his superstitious father, King Sām of the dynastic rulers of Zābolestān.
  To dispel the bad omen, he ordered the baby abandoned on a mountain.  The child was rescued by the simorgh, who took him into her nest to raise with her own fledglings.  Eventually a caravan spotted the infant and reported the sighting to Sām.  Regretting his deed, Sām rejoiced at the news that his son was alive and that the kingdom would have an heir.

[PP]Published:  Welch, Royal Persian Manuscripts, p. 49; S. C. Welch, Wonders of the Age, exh. cat. (Cambridge: Harvard University, Fogg Art Museum, 1979), no. 16; Dickson and Welch, vol. 2, no. 49; A. Kevorkian and J. P. Sicre, Les jardins du désir (Paris: Phebus, 1983), p. 145; T. Falk, ed., Treasures of Islam (London: Sotheby's, 1985), p. 80 

Cat. No. 62. [OL](facing page)

[CPT]ROSTAM LASSOES RAKHSH

[CPB]Attributed to Mir Mosavver

Tabriz, ca. 1525

Fol. 109r of the Shāh Tahmāsb Shāhnāmé
Opaque watercolor, ink, and gold on paper

Page 47 x 31.8 cm, text panel 26.9 x 17 cm

[GT]In this episode the hero Rostam, coming of age, chooses a steed worthy of the mighty warrior he will become.  He spots a colt "strong as an elephant," casts his lasso around its neck, and subdues the fiery beast.  Rostam calls the colt Rakhsh, a name that becomes as legendary as that of his master.


Mir Mosavver was perhaps the only Shāhnāmé painter to maintain a consistent style and level of workmanship throughout the project.  His work is characterized by a placid, nondramatic tone as in the pleasantly calm atmosphere of this scene:  the spectators stand serenely in place, and horses graze or happily prance across the meadows, with the exception of the neighing black and white mare at the bottom right, presumably Rakhsh's mother.  Next to the mare is an old herdsman who has asked Rostam to deliver the land of Iran from the Turānian invaders.


The painting is meticulously executed, and the group of Rostam's companions extending over the margins--an earlier Turkaman practice--adds a charming note to the composition.  It has been attributed to Mir Mosavver, assisted by Qāsem son of `Ali, but the extent of the latter's contribution is unclear since Mir Mosavver's hand is evident even in such details as the small green tufts of the landscape.
 

[PP]Published:  E. Kuhnel, Miniaturmalerei im Islamischen Orient (Berlin: Bruno Cassirer Verlag, 1922), p. 59; Dickson and Welch, vol. 2, no. 82 

Cat. No. 63. [OL](overleaf)

[CPT]ROSTAM'S FIRST ORDEAL: RAKHSH SLAYS A LION

[CPB]Attributed here to Mir Mosavver

Tabriz, ca. 1525

Fol. 118r of the Shāh Tahmāsb Shāhnāmé 

Opaque watercolor, ink, and gold on paper

Page 47 x 31.8 cm, text panel 26.9 x 17 cm

[GT]In this tale the ambitious and greedy king of Iran, Kay-Kāvus, who had led a looting expedition into Māzandarān, has fallen captive to the White Div, king of the fiendish divs.  The hero-warrior Rostam volunteers to deliver Kay-Kāvus, a perilous task on which he will encounter seven ordeals.  The first is a fierce lion who attacks Rostam as he sleeps.  He is saved only by the vigilance of the mighty Rakhsh, Rostam's steed, who seizes the lion by the neck and kills him. 


Rostam wears over his suit of armor a tunic termed babr-e bayān in the Shāhnāmé and traditionally rendered as a tiger skin.  In modern Persian babr means tiger, and until recent times, the expression babr-e bayān had been interpreted as the skin of a ferocious tiger.  Two recent studies, however, have demonstrated that in ancient times babr also referred to an amphibious animal, probably a beaver.
  Bayān means "of gods" in old Persian, suggesting that the expression babr-e bayān refers to the skin of the beaver associated with Ānāhitā, goddess of water and protector of warriors.  The traditional relationship of the house of Rostam with the goddess of water is demonstrated by the presence of the word āb (water) within the names of most of his relatives, such as Rudābé, his mother, and Sohrāb, his son.
  Because of this affiliation, Rostam's grandfather, Sām, orders him to wear a babr-e bayān blessed with divine protection as a safeguard against the divs.  


The painting's previous attribution to Ghadimi is not accepted here.
  The depiction of Rostam's paraphernalia (helmet, hat, bow, quiver, and arrows) does not coincide with Ghadimi's consistent representation of these attributes in folios 120, 123, and 153 of the Shāhnāmé.
  The babr-e bayān seen here is long and not rolled up, and the sleeves terminate in furry ends, again unlike Ghadimi's depictions.  In addition, the color and shape of Rakhsh are different, and the signature white vertical space that Ghadimi customarily left in the middle of the moustaches of his figures does not appear here.  Finally, no known example by Ghadimi is rendered with such painstaking care and attention. 


The refined brushwork, however, is typical of Mir Mosavver.  In particular, the green bushes near the stream are quite similar to those he painted on folio 67v of the royal Shāhnāmé (see fig. 23).  Rakhsh is depicted here exactly as in another scene attributed to Mir Mosavver (cat. no. 62), and the calmness of Rostam's countenance is seen in all Mir Mosavver's characters, while the "fierce" lion is rendered as gentle as a cat.

[PP]Published:  F. R. Martin, The Miniature Painting and Painters of Persia and India and Turkey from the 8th to the 18th Century (reprint; London: Holland Press, 1968), p. 129; Dickson and Welch, vol. 2, no. 86

Cat. No. 64. [OL](overleaf)

[CPT]PREPARING FOR THE "JOUST OF THE TWELVE ROOKS"

[CPB]Attributed to Mirzā `Ali

Tabriz, ca. 1530

Fol. 339r of the Shāh Tahmāsb Shāhnāmé
Opaque watercolor, ink, and gold on paper

Page 47 x 31.8 cm, text panel 26.9 x 17 cm

[GT]According to legend, a battle between the Turānian and Iranian armies had resulted in heavy casualties, with no clear victory for either party.  The elder commanders Pirān-e Vissé and Gudarz agreed to settle the outcome with a jousting match.  Eleven champions from each side, including their commanders, confronted one another, the winner of the eleven-round contest to be declared the victor.  Although the text on this page details the Turānian commander's address to his troops before the start of the joust, the subject of the illustration is unclear.  A young prince attended by an elderly man is seated before a tent, but no prince or king is mentioned in this section of the story.


Although an early painting by Mirzā `Ali, this illustration exemplifies his characteristic use of bright, harmonious colors and his perfect understanding of solid form. 

[PP]Published:  Dickson and Welch, vol. 2, no. 176

[SH2]Mirzā `Ali

[GT]A group of illustrations has recently been identified that displays the stylistic evolution of Mirzā `Ali over a period of approximately forty years, beginning in the late 1520s and ending in the 1570s.  Within this group, two magnificent paintings from the Shāh Tahmāsb Khamsé at the British Library, London (Or. ms. 2265, fols. 48v, 77v), bear attributions to "Master Mirzā `Ali."
  Written assignments in the Khamsé are generally considered to be accurate, and they formed the basis of attributions to Mirzā `Ali.  A manuscript of the Bustān of Sa`di in the Metropolitan Museum of Art, New York (fig. 26), further confirms the validity of these attributions.
  The manuscript is dated A.H. 936/1529, and stylistically the paintings appear contemporary with the text.  Mirzā `Ali painted three illustrations in the Bustān (fols. 17b, 76a, 104b) and signed his name as "`Ali the Painter (mosavver)" in the margin of each.  The signatures appear to be authentic since the calligraphy is very similar to the beautiful nasta`liq script that Mirzā `Ali consistently used in his known paintings.
  Missing from his signature is the epithet Mirzā, which initially referred to the princes of the house of Teymur.  The term was probably added in jest to the young painter's name in consideration of his position as talented heir to his father, the celebrated painter Soltān-Mohammad, "zenith of the age" and "king" of the painters.  Seven paintings by Mirzā `Ali are included in this collection: cat. nos. 64, 65, 66a-c, and 70c. 

Cat. No. 65. 

[CPT]THE PRINCELY LOVERS

[CPB]Attributed here to Mirzā `Ali

Probably Qazvin, ca. 1544

Opaque watercolor, ink, and gold on paper

Painting 25.4 x 15.8 cm

[GT]The technique of Persian painting was primarily developed for text illustrations, normally of small dimensions, to be included in manuscripts.  With the exception of wall painting, only rarely did artists transcend the limitations of size and create effective figures and compositions on a larger scale on paper.  These two lovers are painted with the same air of elegant nobility as found in smaller figures by Mirzā `Ali but with a discreet use of relief shading, which creates the illusion of softly rounded facial features.  The increased scale also allowed the incorporation of details not rendered by other artists, especially in the depiction of eyes, where even details such as tear ducts are included.  Despite the requisite stylized representation in keeping with the Persian aesthetic, there seems to be a conscious attempt to portray specific personalities.


The painting's unusual features caused it to be identified as a late nineteenth-century copy when it appeared on the market in 1967.
  Close examination has revealed some damage and repainting of the figure of the prince, but the painting's peculiarities are intriguing rather than condemnatory.  Not only can it be argued that it is a work by Mirzā `Ali, but it also alludes to a fascinating though little-known episode concerning the Mughal and the Safavid courts.


One of Mirzā `Ali's favorite subjects was paired figures, whose interaction he emphasized by depicting one individual turning away, with the head looking back and inclining toward his or her partner.  He used this device in a circa 1565-70 painting, Flirtatious Lovers,
 now in the Museum of Fine Arts, Boston (14.595), in which two lovers are depicted in essentially similar positions.  In both paintings, a man offers a wine cup to a woman who twists around, one hand placed affectionately on the man's shoulder.  Through Mirzā `Ali's naturalistic depiction, one can almost feel the weight of her hand resting on his shoulder.  Both wear loose golden rings on their thumbs, the significance of which is not clear.  They perhaps function as a symbol of the bond between lovers (see also cat. no. 73b). 


Mirzā `Ali's favored palette of bright yellow, red, and green dominates the composition.  He often delicately painted an object in gold with arabesque motifs, as on the wine jug carried by the prince and on a saddle seen in fig. 27.
  Once the gold paint was applied and burnished, its particles fused into a thin film, almost like gold leaf.  This demanding and unforgiving medium allowed no further refinements; the drawing had to be executed in one stroke.  Mirzā `Ali's remarkable dexterity in this technique can almost be construed as a signature.  The same dexterity can be seen in the precise and elaborate configuration of the turbans.


Over time Mirzā `Ali's depictions of necks became more attenuated and conical in shape, and on this basis, this painting can be dated circa 1544,
 slightly later than the British Library Khamsé of 1539-43 (Or. ms. 2265) and before the Freer Gallery of Art Haft owrang (Seven thrones) of circa 1556-65 (46.12, fols. 38v, 153v).  It was in 1544 that Homāyun, the Mughal ruler of India, ousted by Shir Shāh and betrayed by his brother Mirzā Kāmrān, implored Shāh Tahmāsb to help him regain his kingdom.  Elements in the portrayal of the prince depicted here suggest that he might be Bayrām Beyg, a member of Homāyun's retinue.  


Mirzā `Ali frequently drew idealized portraits of princes that conformed, in typically Persian fashion, to poetic descriptions emphasizing valor, nobility, serenity, and majesty.  While this male figure stands solidly in that tradition, he also offers other clues to his identity.  His dark complexion reflects a convention often used in Persian painting to portray Indians (see fig. 28), and his thick sideburns are neatly cut at the bottom, as an Indian would wear them.  The prince's yellow shawl is a distinctly Indian element in otherwise Persian dress.  His headgear also is particularly distinctive for Persian painting.  A white turban is wrapped around his head in the Safavid manner, but instead of a tāj-é Haydari in the middle, it incorporates a type of bonnet resembling the one worn by the Indian ambassador in fig. 28.  When Bayrām Beyg, Homāyun's lieutenant, friend, and adviser, and a Shi`a himself,
 reached the shāh's camp in Soltāniyé to prepare for Homāyun's visit, Tahmāsb commanded him to "cut off his hair and put on the tāj," a symbol of the militant Safavid Shi`a faith.  Bayrām Beyg excused himself on the grounds that he could not do so without his master's permission.  The shāh, greatly incensed, immediately insisted on the execution of some heretics as a broad hint to Bayrām Beyg.
  When Homāyun arrived sometime later, Shāh Tahmāsb asked him to put on the tāj, which he did, saying he was accepting it as a crown of honor.  The headgear of the prince in the painting hints at Bayrām Beyg's courageous refusal.


Eventually Homāyun's continual refusal to become a Shi`a, coupled with other considerations, angered Tahmāsb,
 who ordered the execution of Homāyun and his retinue.  Shāh Tahmāsb's favorite sister, the princess Mahin Bānu (1519-61),
 also known as Soltānom Beygom, "in tears,"
 interceded on behalf of the doomed men.


Soltānom's beauty was praised by the poet Mohtasham-e Kāshani as a "radiant moon."
  When she was eighteen, the shāh, angered to learn that she had an admirer, exiled the man, a certain Amir Mo`ezoddin, and the bearer of the news, the physician Roknoddin Mas`ud, was burned alive.
  On a page of an album prepared for another brother, the prince Bahrām Mirzā, Soltānom copied a poem by her father, Shāh Esmā`il:

[PX]

You have seen what the days of separation from the beloved have done.

You have seen what the grief inflicted by fate has done to us.

A beloved who was seated [by our side] night and day--

You have seen what the evil eye of fate has done.

[GT]
Soltānom's elegant nasta`liq calligraphy in the Bahrām Mirzā Album is indicative of her close relationship with the court artists, and the poem she selected suggests a romantic character.  That this princess was in tears over the fate of Homāyun and his companions suggests more than a casual concern.  It might be that she had fallen in love with Bayrām Beyg, who had befriended Bahrām Mirzā and the grand vizier Qāzi Jahān, both of whom were close to the princess.  Mirzā `Ali might have seized rumors of a possible intimate relationship as the basis for his scene between two lovers.  He was careful to depict the princess in a position dominant to Bayrām Beyg, in keeping with her royal status.


In the end, Homāyun, under pressure, recited a statement of compromise in the presence of the shāh, implicitly accepting the Shi`a faith.  After a few days of festivities, Shāh Tahmāsb conferred the title of khān on Bayrām Beyg, who was then sent as an envoy to Mirzā Kāmrān in Kābul.  What remained for the princess Soltānom was a souvenir painting by Mirzā `Ali.

[PP]Provenance:  Kevorkian collection

Cat. No. 66a-c.

[CPT]SELECTIONS FROM THE BUSTĀN 
[CPB]Signed by Mohammad-Qāsem-e Shādishāh

Herāt, dated A.H. 933/1527

25 folios with 4 illustrations added ca. 1565 

Nasta`liq in 2 columns, 12 lines per page

Inner margins added ca. 1565, probably Mashhad or Sabzévār Outer margins added first quarter 17th century, India

Page 19.2 x 11.9 cm, text panel 10.3 x 15.2 cm

[GT]The Mughal emperor Homāyun (r. 1530-40, 1555-56) much admired the talents of the Safavid artists during a brief sojourn at Tahmāsb's court in 1544, and shortly after he returned to Kābul, several artists of the Tabriz atelier were invited to the Mughal court.
  Some, such as `Abdossamad and Mir Sayyed `Ali, complied promptly and were granted high favors.  Others, such as Mirzā `Ali, may have followed in the wake of Tahmāsb's waning interest in the arts of the book.
  Homāyun's death in 1556, coupled with the appointment of Ebrāhim Mirzā, Tahmāsb's nephew and son-in-law, as governor of Mashhad in the same year, may have prompted certain artists to return to Iran.  Ebrāhim Mirzā's dynamic library-atelier attracted many talents including Mirzā `Ali, who participated in the production of the 1556-65 Haft owrang (Freer Gallery of Art, Washington, D.C., 46.12).  With the prince's patronage,  Mirzā `Ali and another returning expatriate painter, Shaykh Mohammad, originated the vigorous and eccentric Mashhad style (see pp. 00-00).  


The text of this Bustān manuscript was copied in A.H. 933/1527 by the calligrapher Mohammad-Qāsem-e Shādishāh (see also cat. nos. 73, 74).  The colophon reads:  "Finished by the hand of the poor sinful slave, Mohammad-Qāsem-e Shādishāh, may God forgive his sins and cover his shortcomings, in the year 933."  The spaces allocated to illustrations remained unfilled until four Mashhad-style paintings, attributed here to Mirzā `Ali, were inserted about 1565.  A study of Mirzā `Ali's paintings in the Mashhad style describes a stylistic evolution in which figures are depicted with an increasing mannerism and rock formations become softer and more elongated.
  Within this progression, these four illustrations should be dated circa 1565, slightly later than Mirzā `Ali's paintings in the 1556-65 Haft owrang. 


The manuscript has been remargined twice.  The first set of margins was most likely added contemporaneously with the paintings, since they blend perfectly with the portions of the paintings that intrude into the margins.  These margins were subsequently reduced when a second set of elaborate illuminated margins was added at the Mughal court in the early seventeenth century.  A faded inscription on top of folio 3r in the hand of the Mughal emperor Jahāngir (r. 1605-27) reads:  "[This book] . . . entered the library of this petitioner of the divine court.  Written by Nuroddin Jahāngir, son of Akbar Pādshāh, the warrior of holy wars. . . ." Additional seals of Mughal librarians attest that the manuscript was once part of the royal Mughal collection.  The manuscript seems to have been cut down to its present size when it was put into a nineteenth-century black morocco binding.  As a result, half of the Mughal margins, including half of Jahāngir's notations, have been lost. 


The repeated care devoted to the refurbishing of this manuscript is indicative of the high esteem felt by various princely collectors for the works of the calligrapher Mohammad-Qāsem-e Shādishāh--an early nasta`liq master whose meticulous style limited his output.  One can only surmise that the addition of the circa 1565 paintings was commissioned by Ebrāhim Mirzā, himself a calligrapher and a connoisseur whose library comprised some three to four thousand manuscripts.

[PP]Historical provenance:  Jahāngir; Shāh Jahān; Owrangzib; Hosayn-Qelich b. Qelich-Mohammad

Seals of Shāh Jahān librarians:  Sādeq; Mohammad-Hasan; `Enāyat Khān

Seal of Owrangzib librarian:  Sayyed `Ali al-Hosayni

Modern provenance:  P. H. Delaporte collection 

Published:  Drouot, Nov. 18, 1991, lot 126

[SAT]66a. Outdoor Gathering  [SOL](fols. 2v, 3r)

[CPB]Attributed to Mirzā `Ali

Mashhad or Sabzévār, ca. 1565

Painting (with immediate margin): right 16.2 x 9.4 cm, left 15.2 x 8.1 cm

[GT]This double-page frontispiece is a simpler version of one of Mirzā `Ali's later masterpieces:  The Hawking Party, circa 1570, split between the Metropolitan Museum of Art, New York (12.223.1) and the Museum of Fine Arts, Boston (14.624).
  The oversize, twisted tree with truncated branches, the duplication of figures from one folio to the next, the bright red and yellow clothes, and the heavily outlined eyes are all characteristic of Mirzā `Ali.

[SAT]66b. A Pious Man Attacked by a Drunkard  [SOL](fol. 11v)

[CPB]Attributed to Mirzā `Ali

Mashhad or Sabzévār, ca. 1565

Painting (with immediate margin) 13.3 x 9.4 cm

[GT]Less elaborate and detailed than the frontispiece, this painting exemplifies Mirzā `Ali's ability to create a well- balanced composition with minimal brushstrokes.

[SAT]66c. Sa`di Begging His Beloved to Stay  [SOL](fol. 20r) 

[CPB]Attributed to Mirzā `Ali

Mashhad or Sabzévār, ca. 1565

Painting (with immediate margin) 14.5 x 10.1 cm

[GT]Drawn in the same quick style as the previous painting, this composition contains a theme that Mirzā `Ali favored:  a man beseeching his beloved to accept a cup of wine (see cat. no. 65).

[SH2]Qāsem Son of `Ali 

[GT]A study of the Ahsanol-kebār (Best of the great ones) manuscript, on the lives of the Sh'ia imams, preserved in the State Public Library, St. Petersburg,
 suggests that the artist who signed his name as "Qāsem son of `Ali" on one of its illustrations was the same Qāsem-e `Ali listed by the chronicler Mirzā Mohammad-Haydar Dughlāt as a painter at the court of Soltān Hosayn Mirzā Bāyqarā (r. 1470-1506):

[EX]

Qāsem-e `Ali [Qāsem son of `Ali], the painter of faces (chehré-goshāy):  He was a pupil of Behzād.  His works are like Behzād's and in the same style [although] someone who has a practiced eye can appreciate that Qāsem-e `Ali's works are coarser (dorosht-tar) than Behzād's and that his draftsmanship (asl-i tarh) is disjointed (bi-andām-tar).

[GT]
Until now the Sermon of the Imam Hasan (fol. 373v), a signed and dated (A.H. 932/1526) painting in the Ahsanol-kebār, was the only work recognized as bearing the signature of Qāsem son of `Ali.  Its authenticity is undeniable by virtue of its incorporation within a monumental calligraphic panel.
  A second painting bearing the same signature, also incorporated in a monumental calligraphic panel written in an elegant sols script, is Bahrām in the Turquoise Pavilion (cat. no. 67).  The two signed paintings allow the study of the evolution of Qāsem's work from the Teymurid atelier of Soltān Hosayn to the Safavid atelier of Shāh Tahmāsb.  The other illustrations of the Ahsanol-kebār, all unsigned, have been attributed to Qāsem's hand and are contemporary with the Sermon of Imam Hasan.
 


A group of paintings (circa 1525-35) in the Shāh Tahmāsb Shāhnāmé have been attributed to an artist labeled painter B, subsequently identified as Qāsem son of `Ali.
  Key characteristics of the artist's style are a tendency to juxtapose lapis with light blue, a superior use of gold and silver work in illumination, and figures drawn with feet set forward, short necks, and pursed, U-shaped mouths.  Some of these features are immediately recognizable in Bahrām in the Turquoise Pavilion.  Also, a number of the painting's features are exactly reproduced in the Shāhnāmé illustrations attributed to Qāsem, such as the floral pattern on the wall in Pirān and the Child Kay Khosrow before Afrāsiyāb (fol. 201r) and the niche decorated in gray and silver arabesques seen in Fereydun Enthroned in the Palace of Zahhāk (fol. 34v).
 


Three illustrations from a Khamsé of Amir `Ali-Shir preserved at the Bodleian Library, Oxford (Ms. Elliot 287, 339), and copied for the the Teymurid crown prince Badi`ozzamān Mirzā in 1485, are attributed here to Qāsem son of `Ali.
  All three employ a blue color scheme, prominent floral arabesques, and conspicuous tilework, characteristics that are frequently encountered in other works attributed to the artist.  The paintings also conform with the above-cited description by Mohammad-Haydar Dughlāt, reinforcing a connection to the Herāt school of the late fifteenth century, on which Haydar based his judgments.  Mohammad-Haydar Dughlāt stated that Qāsem-e `Ali's work was "coarser" than Behzād's, and close examination of tilework, arabesques, or open woodwork (like the window on the right of Bahrām in the Turquoise Pavilion) indeed reveals a style that is less precise and detailed than Behzād's or Shāh-Mozaffar's.  Among the three Bodleian pages, the figures in Anushiravān Receiving a King Who Had Opted to Become a Dervish (fig. 29) clearly illustrates the "disjointed" draftsmanship observed by Mohammad-Haydar Dughlāt:  short and sometimes awkwardly twisted necks, and feet that jut forward.  To call Qāsem-e `Ali a "painter of faces" (chehré goshāy) is perhaps justified by the variety and individuality of the countenances seen in the three paintings which transcend the stereotypical visages found in most paintings of the period.

Cat. No. 67. 

[CPT]BAHRĀM IN THE TURQUOISE PAVILION
[CPB]Signed by Qāsem son of `Ali

Possibly Sistān, ca. 1526

From a Khamsé of Nezāmi

Opaque watercolor, ink, and gold on paper

Page 29.5 x 17 cm, text panel 18 x 9.5 cm

[GT]According to Nezāmi's tale of "The Seven Princesses," the Sāsānian king Bahrām built a palace with seven domed pavilions, each of a different color.  Seven princesses arrived from neighboring kingdoms, and each was assigned to a pavilion.  Each night Bahrām visited one of them.  On the fifth night, he came to the turquoise pavilion seen here, where the daughter of the king of Maghreb awaited him.


Besides a striking color scheme, this illustration is distinguished by a monumental inscription in the calligraphic panel above the domed chamber bearing the signature of the artist:  "Written by the poor slave Qāsem son of `Ali."  The painting might have been completed in Sistān, where Qāsem-e `Ali spent considerable time in his later years.

[PP]Published:  Drouot (Boisgirard), 1978 

[SH2]Āqā Mirak
[GT]In his famous 1544 preface to the Bahrām Mirzā Album (Topkapi Sarāy Library, Istanbul, H.2154), the head of the royal library, Dust-Mohammad, gave an account of past and present painters.  The name of the celebrated Soltān-Mohammad is followed by that of Jaloloddin Āqā Mirak of Esfahān, a sayyed of Hosayni descent.  Dust-Mohammad credited Mirak with contributions to the two major projects of the royal library:  the Shāhnāmé and Khamsé, both prepared for Shāh Tahmāsb.  The 1539-73 Khamsé manuscript contains four paintings bearing later attributions to Āqā Mirak that are thought to be the reliable comment of an early Safavid connoisseur (see page 00).  Based on these four paintings, a relatively large corpus of Mirak's works has been identified in the Shāh Tahmāsb Shāhnāmé and elsewhere.
  The actual signature of Āqā Mirak has escaped detection, but it is here proposed that it can be found on a fifth Khamsé painting, Noshiravān Listening to the Owls in the Ruined Palace (British Library, London, Or. ms. 2265, fol. 15v).
  Below a couplet written on the wall of the ruined palace, the signature reads:  "Written (harraraho) by Mi[rak] the painter (mosavver)."
  The word mosavver, an epithet often used by painters in their signatures (see, for example, cat. no. 94), was here used to oppose the word harraraho, which has calligraphic connotations.  Āqā Mirak might naturally have dropped "Āqā" (literally, older brother in Turkish, but used as a term of respect and address in Iran, similar to monsieur) in favor of mosavver in a signature on a page of a royal manuscript.  Furthermore, this fifth illustration has the same stylistic features as the other four Khamsé paintings with attributions to Mirak.  Presumably the connoisseur who assigned the works did not do so on Noshiravān Listening because it already had a signature.


Āqā Mirak appears to have started as a contributor to the Shāhnāmé but eventually assumed management of the project.
  Although perhaps best known for his daring compositions, he also indulged in hasty creations (cat. no. 70a) as well as simple works with elegant forms and subtle coloration (cat. no. 69). 


Undoubtedly one of Mirak's greatest talents was the drawing of elaborate manuscript margins, a skill praised by his fellow painter Sādeqi Beyg, head of the royal library-atelier of Shāh `Abbās.  In the last quarter of the sixteenth century, writing on the conventions of border design in a treatise called The Canons of Painting, he noted:

[EX]

There is no swerving here from the principles established by the masters of old: here artful imitation is the way that must be pursued.


At the same time, you dare not ignore the fact that not one in a hundred are masters of the true method.  To avoid being misled you should seek out the school of Āqā-Mirak.  For it is scarcely conceivable that a true pearl of the Sea of Marvels such as he should fail to distinguish properly between the principles of figural paintings and those of animal design. 


Permit me to define this genre more precisely. . . . [Its] types are: the simurgh--bird, the azhdar--dragon, hozhabr--lion, and the gav-i ganj or "guardian bovine." 


. . . There is a double configuration commonly called girift-o gir, which is to say, the "give and take" of animals locked in battle.  In connection with the girift-o gir . . . you must at all costs avoid any bodily slackness in your figures; in particular, the shank of the hooves or paws must be drawn taut.  Second, when two animals are designed in clawed combat, both bodies must be shown wholly at grips with one another; and not a single claw must be allowed to fall out of play--unless of course you cannot figure a way out.  The third pointer is the undesirability of repeating identical patterns--indeed, what is required is the very antithesis.  It is true that repeating a pattern may have some magical appeal; but, by nature this palls and becomes monotonous.

[GT]
The margin decoration of a Golestān of Sa`di, initially copied in 1468 by the celebrated scribe Soltān-`Ali-ye Mashhadi in Herāt (see cat. no. 214),
 is a prime example of the skill Sādeqi Beyg admired.  The manuscript eventually came to reside in the Mughal imperial libraries, where new paintings were added in the seventeenth century.  Before that, in the 1530s in Safavid Iran, new margin decorations were added on the first sixteen pages (see details) which are attributed to Āqā Mirak.
  Their design incorporates all the elements described by Sādeqi Beyg as essential to the genre:  the simorgh (a legendary bird), the azhdar (dragon), and the hozhabr (lion) are all arranged in a complex, intertwining scene.  Comparison of certain details of the drawings with Mirak's paintings gives added confirmation for attribution to the "master of animal-design."  His rock formations, usually sharper and with more geometrical contours than those of other painters and heightened with transparent crystalline-like washes,
 are found in these margins, including the concealed rock-grotesques favored by the artist.  Single rocks on the ground are surrounded by weeds and leaves seen in other of his works.  Among the illustrations of the Shāh Tahmāsb Khamsé (British Library, London, Or. ms. 2265), Majnun with the Animals in the Desert (fol. 166r), attributed to Mirak, offers the closest comparison with respect to animal drawing.
  In addition, the lions, fox, goats, and tiger in that painting have their counterparts in the margins of cat. no. 214. 

Cat. No. 68. 

[CPT]CARICATURE OF `OBEYDOLLĀH KHĀN 
[CPB]Attributed here to Āqā Mirak
Probably Tabriz, ca. 1535

Tinted drawing on paper, laid down on an album page

Page 33 x 22.4 cm, drawing 19.8 x 11.5 cm

[GT]The fur-trimmed headgear
 and overall dress of this figure, probably an Ozbak, are typical of Transoxiana, but the paraphernalia of a ruler are also present.  The three feathers in the hat, richly decorated quiver, and elegant sword are signs of high rank; the lance is an emblem of power; and his seat is a golden royal throne.  An unusual feature and clue to the prince's identity is the musical instrument he holds, most probably a ghichak.  The Sheybānid `Obeydollāh Khān, ruler of Bokhārā from 1534 to 1540, was highly praised by the historian Mohammad-Haydar Dughlāt for his skills in calligraphy and music:  "He wrote seven different styles of handwriting, but best of all he wrote the naskh. . . . He was versed in the science of music, and several of his compositions are still sung by musicians."


This well-drawn troubadour prince is attributed to Āqā Mirak.  His figures usually display a shift in axis between the upper and lower body:  while the torso faces the viewer, the legs and especially the feet point sideways.  Whether seated or standing, most of his figures have this distinctive stance.
  The face bears a striking resemblance to a figure in the Shāh Tahmāsb Shāhnāmé (see fig. 30).  The thick eyebrows, delimited by sharp lines, are in a style that Āqā Mirak used in the Shāh Tahmāsb Shāhnāmé and carried over to the circa 1550 Fālnāmé (Book of divination).
  The nose, moustache, and beard are treated in the same manner as in fig. 30.  The orderly floral arabesque decoration on the quiver and the simply decorated finials on the throne are also typical of the artist.


Stylistically the drawing can be dated to the 1530s, almost contemporary with Āqā Mirak's paintings in the British Library 1539-43 Khamsé.  At this time `Obeydollāh Khān, a Sunni ruler with dynastic claims on Khorāsān, saw his duty as delivering the people of Khorāsān from the "heretical" Safavids.  After several attempts, he captured Herāt in 1535 but had to evacuate by 1537 when news of Shāh Tahmāsb's troops marching toward Mashhad reached him.
 


Āqā Mirak's purpose in drawing a portrait of `Obeydollāh Khān is not clear.  One might only speculate that the inclusion of the wine gourd and ghichak was meant to degrade `Obeydollāh, who, as an orthodox ruler, considered himself a champion of the "true" Moslem faith.  Consumption of alcohol is prohibited by Islam, and religious classes have often contended that the excitement caused by music is incompatible with Islamic law.  As Shāh Tahmāsb became increasingly orthodox, religious intolerance prevailed in his court; mockery of `Obeydollāh would not have been unexpected in the prevailing atmosphere.  The poet Helāli had written an insulting quatrain about the Ozbak ruler that cost him his life during `Obeydollāh Khān's first occupation of Herāt in 1529.
  Fortunately for Āqā Mirak, his close association with Shāh Tahmāsb--and several hundred miles distance--gave him a degree of protection not enjoyed by Helāli. 

[PP]Published:  Sotheby's, Nov. 20, 1986, lot 187

Cat. No. 69. 

[CPT]TWO SAFAVID PRINCES

[CPB]Attributed here to Āqā Mirak
Probably Tabriz, ca. 1530

Opaque watercolor and gold on paper

Page 37 x 25.5 cm, illustration 18 x 11 cm

[GT]The subject of youthful love, a common theme of Persian poetry, was likewise a frequent subject for painters.  This composition by Āqā Mirak elegantly portrays the love between two young nobles.   The hands of the prince on the right affectionately rest in the hand and on the shoulder of his companion, who holds a small book of poetry.


The unnatural twist in the silhouette of the man on the left is a typical feature of Mirak's depictions of human figures (see also cat. no. 70a).  The prince's feet have been drawn laterally, although his hips and upper body directly face the viewer.  Also typical of Mirak are the shape of the turbans and the details of the faces, including almost imperceptible double chins.  The simple and elegant coloration is enhanced by a jeweled buckle on the belt of one prince. 

[PP]Provenance:  Rothschild collection

Published:  Robinson (Colnaghi), p. 31

Cat. No. 70a-c. 

[CPT]THREE PAGES OF A MEHR-O MOSHTARI OF `ASSĀR 
[CPB]Perhaps Tabriz, ca. 1545-50

Opaque watercolor, ink, and gold on paper

Page 22.5 x 14 cm

[GT]The pages are from a Mehr-o Moshtari produced in the spirit of two other manuscripts in this collection:  a Golestān copied for Mir `Ali-Shir Navā'i (cat. no. 36) and a Sefātol-`āsheqin copied for Mirzā Salmān (cat. no. 90c).   All three manuscripts are smaller in format than examples produced under royal patronage, and each employed at least three painters, an illustration assigned to each artist.  The trio that collaborated on this manuscript consisted of the court painters Āqā Mirak, Mirzā `Ali, and Mozaffar-`Ali, the same celebrated group that had cooperated in the production of the Shāh Tahmāsb Shāhnāmé (circa 1530), the Shāh Tahmāsb Khamsé (1539-43), and the Haft owrang (1556-65), the latter completed under the patronage of Ebrāhim Mirzā.
  Based on stylistic considerations, the pages from this now-lost manuscript of Mehr-o Moshtari can be dated, between the latter two, about 1545-50.  The dominant painter in this effort is clearly Mirzā `Ali.  Āqā Mirak was by now getting old, and Mozaffar-`Ali was a close follower of Mirzā `Ali. 
[PP]Published:  Drouot (Me Marc Ferri), May 30, 1984, lots 2-4

[SAT]70a. The King of Estakhr Visiting an Ascetic

[CPB]Attributed here to Āqā Mirak
Illustration 13 x 7 cm

[GT]Attribution to Āqā Mirak is based on the same considerations as described under cat. no. 69, in particular the painter's characteristically twisted silhouette of the page holding the horses.  The rock formations and the faces of the king and his vizier are also typical of Āqā Mirak.
[SAT]70b. Mehr Playing Polo with the King

[CPB]Attributed here to Mozaffar-`Ali

Illustration 12.7 x 10 cm

[GT]Although his style is close to that of Mirzā `Ali, Mozaffar `Ali fails to convey the same sense of balance and distribution of weight in his figures.  Mirzā `Ali's rider sits solidly in his saddle (cat. no. 70c), while Mozaffar-`Ali's polo players, especially the one on the right, appear ready to topple at the slightest pull of the horse's head.  Nevertheless, there is a certain attractive elegance to the drawing.  An illustration in the royal 1539-43 Khamsé bearing a reliable attribution to the artist affords the closest comparison to another work by Mozaffar-`Ali (British Library, London, Or. ms. 2265, fol. 211r).
  The same high horizon line is used in both, and at the top right of both pictures, an identical man is painted with linked, V-shaped eyebrows close to his turban.  The elongated, curved necks of the horses, ending with rather narrow heads, are also characteristic of Mozaffar `Ali.

[SAT]70c. Mehr Slays a Lion 

[CPB]Attributed here to Mirzā Ali

Illustration 13 x 11 cm

[GT]Representing the ideal prince as described in Persian poetry--handsome, majestic, aloof--the serene countenance and elegantly curved figure of the hero Mehr epitomize the stylized figural representation so prized in Persian painting.  A mature work, completed before the pleasantly degenerate mode of his later efforts,
 the illustration contains elements favored by Mirzā `Ali in other paintings attributed to him.  The phoenix depicted on the saddle cloth, for example, is derived directly from a Shāh Tahmāsb Shāhnāmé page (see fig. 27), and the curiously shaped turbans with bulging fronts and dipped curves in the back also appear in the royal Khamsé (British Library, London, Or. ms. 2265, fol. 77v).
 

[SH2]`Abdol-`Aziz 

[GT]`Abdol-`Aziz (active circa 1525-65) was the son of the artist-illuminator `Abdol-Vahhāb, originally from Kāshān.
  A painting included in the Amir Ghayb Beyg Album (Topkapi Sarāy Library, Istanbul, H.2161, fol. 52v) bears a signature in which `Abdol-`Aziz proudly declared himself as "the humble pupil of master Behzād,"
 a fact confirmed by the late sixteenth century painter-chronicler Sādeqi Beyg.
  His close association with Behzād brought `Abdol-`Aziz in contact with the young Shāh Tahmāsb, who referred to `Abdol-`Aziz as "his pupil [in painting]."
  As a leading artist of the Safavid atelier, `Abdol-`Aziz contributed to both the Shāh Tahmāsb Shāhnāmé (cat. no. 61) and the Haft owrang prepared for the prince Ebrāhim (Freer Gallery of Art, Washington, D.C., 46.12).
  His paintings are characterized by a rich palette of rose-violet, green, dark purple, and crimson and by an agitated drawing style in which rocks, branches, and hills wave and twist in opposing directions. 

Cat. No. 71a-c.

[CPT]THREE PAGES FROM A BUSTĀN OF SA`DI
[CPB]Attributed here to `Abdol-`Aziz

Tabriz, ca. 1535

Opaque watercolor, ink, and gold on paper

Page 20.5 x 12 cm 

[GT]The following three paintings were added in Safavid times to a circa 1478 manuscript of selections of the Bustān (see cat. no. 48).  All by the same hand, the paintings include certain characteristics that are usually attributed to `Abdol-`Aziz, including the S-shaped trees and the draped ends of the turbans.
  As in many other Persian paintings, with age, the silver used to depict the sea in cat. no. 71a has tarnished to black, considerably altering the general composition of the painting.  On the far right of the ship is a man seen in profile with a strong aquiline nose, a recurring figure in `Abdol-`Aziz's paintings (see cat. no. 61).
 

[SAT]71a. God Sets the Course for the Ship, and Not the Captain 

[CPB]Painting 10.4 x 7.5 cm

[SAT]71b. A Prince under a Canopy

[CPB]Painting 11.8 x 7 cm

[SAT]71c. A Prince Entertained

[CPB]Painting 11.6 x 6.6 cm

Cat. No. 72. 

[CPT]WOMAN DEVOURED BY LIONS

[CPB]Attributed here to `Abdol-`Aziz 

Probably Ghazvin, ca. 1550

Fragment of a Fālnāmé (recto)

Opaque watercolor and gold on paper

23.4 x 34.7 cm (cut down from an original of approx. 60 x 45 cm)

[GT]The Fālnāmé (Book of divination) was a compendium modeled after the Qesasol-anbiyā (History of the prophets) of an-Neyshāburi.  Consulted to foretell an event or the outcome of a wish, the book would be opened at random to a story, which would then be interpreted.  It has been suggested that this painting illustrates the sequel to the story of the prophet Jarjis (Georges) who was accused as a sorcerer by the wife of Dardāné, the ruler of Mosul.
  Jarjis was tortured to death and his body thrown to lions, but the beasts refused to touch his flesh.  In the sequel, Dardāné's wife falls into disfavor, and she herself is thrown to the same lions.  


In size, the circa 1550 Fālnāmé manuscript to which this painting once belonged was comparable to the slightly later Mughal manuscript of the Hamzénāmé (Book of Hamzé, 1562-77; see cat. no. 212), whose pages are almost twice as large as those of the Shāh Tahmāsb Shāhnāmé (cat. nos. 61-64).  The Fālnāmé project was most likely directed by Āqā Mirak, who made many of its paintings, while others were the work of `Abdol-`Aziz.
  This work is attributed here to `Abdol-`Aziz, who gave the figure standing in the left doorway his characteristic aquiline nose and profile. 


The back of the painting carries a section of text written in a bold and beautiful nasta`liq and the last line of a heading written in sols. 

[PP]Published:  Drouot, May 28, 1975, lot 180 

[SH2]Shaykhzādé and the Transition to Bokhārā
[GT]The name of Shaykhzādé (active circa 1510-50), like that of Shāh-Mozaffar, his Teymurid predecessor at Herāt, is absent from the chronicles of later Safavid writers.  But unlike Shāh-Mozaffar, he left behind signed works, which form the basis for identifying a significant number of his paintings.
  The first of his signed works, Episode in a Mosque (fig. 31) is a page from a Divān of Hāfez copied in Herāt about 1527 (see cat. no. 59, esp. n. 64).  Others are from two manuscripts copied in Bokhārā:  the Haft manzar (Seven belvederes) by the poet Hātefi (Freer Gallery of Art, Washington, D.C., 56.14), copied in Bokhārā by the celebrated calligrapher Mir `Ali of Herāt in 1537 for Soltān `Abdol-`Aziz (r. 1540-49),
 and the magnificent Bustān copied about 1540-45 by the same scribe for the same patron (Harvard University Art Museums, Cambridge, 1979.20).


Shaykhzādé spent his early career in Herāt.  His style was influenced by Behzād, particularly in terms of composition, in which he frequently incorporated sections borrowed from Behzād (see cat. no. 73a).  His thick paint application, well-burnished surfaces, and meticulous brushwork in the execution of minute details are also comparable to Behzād.  But while his color schemes are bright and lively, his technical brilliance often lacks the strength of Behzād's paintings.  


Like his master Behzād, Shaykhzādé systematically included calligraphic panels in his designs.  In his early work he relied on a combination of fine reqā` and sols scripts, although not as strong and consistent as Behzād's.  After he moved to Bokhārā, he favored nasta`liq, especially in the illustrations of the Haft manzar.
  His switch to nasta`liq might have resulted from his association with the calligrapher Mir `Ali of Herāt.  The two had initially cooperated in Herāt on a manuscript of Guy-o chogān dated A.H. 925/1519 (see fig. 32).  At the Bokhārā court, they again paired up to produce the Haft manzar.  By refining and strengthening the canons of the script and by training a large number of pupils, Mir `Ali was instrumental in establishing nasta`liq during this period as the most favored script for Persian.  


Shaykhzādé's last known works in Herāt are contained in a copy of the Khamsé of Nezāmi dated Moharram A.H. 936/September 1529 (British Library, London, Add. ms. 16780).
  One month after completion of the manuscript, the Ozbak `Obeydollāh Khān occupied Herāt.  Seven months later, as the shāh's army approached, `Obeydollāh evacuated Herāt for Bokhārā, taking Mir `Ali, who had joined his library-atelier and tutored his son, `Abdol-`Aziz, in calligraphy.  How Shaykhzādé came to settle in Bokhārā is not known, but his first Bokhārā works appear in a Divān copied by Mir `Ali and dated 1529.


Mir `Ali, of Shi`a sympathy,
 was undoubtedly ill at ease in the Sunni atmosphere of Bokhārā.  Such was not the case with Shaykhzādé, whose name in Persian literally means "son of a Shaykh" and indicates that he was the son of a respected religious personality, most probably of Sunni faith.
  Although the Ottoman chronicler Mostafā `Āli Effendi recorded Shaykhzādé as a major figure of his time,
 Safavid chroniclers say nothing of him, a curious circumstance in consideration of the many important manuscripts he illustrated in cooperation with the most renowned artists of Tabriz.  His name and works must have been well known and appreciated in Safavid circles.  The silence may reflect deliberate suppression of the name of one who had "defected" to the Sunni court of Bokhārā. 


Shaykhzādé's painting style evolved with extreme conservatism and caution; he continually worked with the same late Teymurid concepts and design elements (see below).  This predilection might reflect his general character as well as his discomfort at joining the ranks of the new Shi`a converts supporting the Safavids in Herāt.  A religious formula inscribed in the illuminated frontispiece of a manuscript of the Bustān of Sa`di might further confirm this hypothesis (see cat. no. 74).


By the 1520s the paintings of Shaykhzādé were heavy with minuscule arabesque patterns and intricate small-scale geometrical designs similar to the work of illuminators.  A comparison of the illuminated frontispieces of three manuscripts with three contemporary illustrations by the artist suggests that Shaykhzādé was an active illuminator (see p. 000). 

Cat. No. 73a-c. 

[CPT]BUSTĀN OF SA`DI 
[CPB]Copied by Mohammad-Qāsem son of Shādishāh

Probably Herāt, ca. 1525

158 folios with 2 illustrations

Nasta`liq in 2 columns, 14 lines per page 

Opaque watercolor, ink, and gold on paper

Modern black morocco binding 

Page 22.5 x 14.5 cm, text 13.1 x 7 cm

[GT]This manuscript has been remargined and the seals of its previous owners erased.  The paper of the text area, well burnished and sprinkled with gold, is original.  The colophon states:  "[Written in the way of] practice (mashshaqaho) by the poor, humble, and sinful slave, Qāsem son of Shādishāh, may God forgive his sins."  


The calligrapher Mohammad-Qāsem son of Shādishāh was a pupil of Soltān-Mohammad-e Khandān.
  The chronicler Qāzi Ahmad reported that he copied five verses a day, in a pleasant style (bā mazé), constantly improving and correcting them.
  He copied mostly single poems (qat`é), and his meticulous habits earned him a reputation of being slow and not very prolific.
  As a result, very few manuscripts are known to be by his hand, but the pleasing and consistent calligraphy of this manuscript is a testament to his persistence.
  The use of the expression mashshaqaho in the colophon may reflect his opinion that the entire copy was deficient and done only for practice.  Perhaps attempting to improve on this manuscript, he later copied two other Bustāns (cat. nos. 66, 74). 


Although Qāzi Ahmad named him Qāsem son of Shādishāh, other chroniclers called him Mohammad-Qāsem, and all other signed works of his include "Mohammad" in the signature.

[PP]Provenance:  Kevorkian collection

Published:  Sotheby's, April 3, 1978, lot 156 

[SAT]73a. Dārā and the Herdsman  [SOL](fol. 19b)

[CPB]Attributed to Shaykhzādé
Painting 18.4 x 10 cm 

[GT]Sa`di's poem of "Dārā and the Herdsman," like many others in Persian literature, was meant to glorify the present ruler by recounting tales of past kings and emperors.  In this story, the ancient Iranian king Dārā wanders away from his camp on horseback.  He confronts a herdsman, and fearing that he has stumbled on an enemy, Dārā pulls an arrow from his quiver.  But before he can shoot, the herdsman identifies himself as the guardian of the royal horses.  Offended, he reproaches the king, saying that he, a simple herdsman, can recognize any of his thousand mares at a glance.  Why should the king be so detached from his subjects that he is unable to recognize friend from foe?  


The composition of this painting is inspired by a painting by Behzād in the Cairo Bustān depicting the same story.
  Integral parts of Behzād's composition reappear here: the mare and the colt are exact copies, except in size and color; the positions of the herdsman and Dārā are mirror images of those used by Behzād.  Like his companion calligrapher, Shaykhzādé seems to have repeated his work in an effort to improve it.
  He reproduced the same scene in the Harvard Bustān manuscript (1979.20, fol. 18v) made for the Ozbak Soltān `Abdol-`Aziz in Bokhārā, where the Behzādian composition is recaptured almost in its entirety.

[SAT]73b. Doctor Visiting His Love-sick Patient  [SOL](fol. 72b)

[CPB]Attributed to Shaykhzādé
Illustration 19.4 x 10.3 cm

[GT]Once again Shaykhzādé's composition is purely Behzādian; the iwan representing the patient's home can be seen in a painting attributed to Behzād from the Golestān executed for Amir `Ali-Shir Navā'i (see cat. no. 36c).  The contour of the front panel is decorated with a string of cartouches filled with arabesques and alternating with smaller rosettes in the style of his master.  Other Behzādian features include the teal panels decorated with white arabesques, the sisal floor mat, and the extensive use of calligraphy.  Stylistically the painting is much more elaborate than Shaykhzādé's earlier works of about 1515, and its detailed execution compares with the 1524-25 Khamsé manuscript in the Metropolitan Museum of Art, New York (13.228).
 


Shaykhzādé re-used many of these compositional features in Episode in a Mosque (see fig. 31), one of his last known major works painted at Herāt.  Once in Bokhārā, he took up the format again to paint a similar work for another Bustān (fig. 33).  Other details of Doctor Visiting His Love-sick Patient, such as the vase of flowers in the foreground, are used again in the Metropolitan Museum Khamsé.
 


To allow an efficient use of space, Shaykhzādé rearranged the two couplets of cat. no. 73b by incorporating three lines in the outer cartouches and the fourth in a panel above the doors.  The couplets are from the beginning of Sa`di's poem about an ailing man in the city of Marv who had fallen in love with his handsome doctor.  His only wish was to remain ill, in order to maintain contact with his beloved. 


Other Shaykhzādé characteristics are easily recognizable:  the raised eyebrows of the patient's attendant, the open V-shaped mouths, coats ending in undulating patterns, black backgrounds for arabesque work, the extensive use of finely intertwined arabesques, and the elegant calligraphic panels in naskh-reqā`. 

[PP]Published:  Sotheby's, April 3, 1978, lot 156 

[SAT]73c. Illuminated opening page  [SOL](fols. 1a, 2b) 

[CPB]Attributed here to Shaykhzādé
Page 22.5 x 14.5 cm

[GT]The prevalent use of illumination in Shaykhzādé's paintings, in which more than half of a work might be detailed with arabesques and scrollwork, gives rise to the possibility that the double-page illuminated heading at the beginning of the Bustān might also be by his hand.


A striking feature of the heading is the broad band of arabesque illumination over a background of black.  Although he used arabesque illumination modestly in Doctor Visiting His Love-sick Patient (cat. no. 73b), Shaykhzādé freely employed this motif throughout the 1524-25 Metropolitan Museum of Art Khamsé (13.228), and in a Bustān made about 1540-45 for Soltān `Abdol-`Aziz in Bokhārā (Harvard University Art Museums, Cambridge, 1979.20).  Shaykhzādé was not the only painter to thread his scrollwork along a black background, but his attachment to the motif was almost obsessive.  He also introduced smaller areas of black-dominated illumination, like the triangular corners bordering the text areas of Dārā and the Herdsman (cat. no. 73a), and the interstices between the cartouches in Doctor Visiting His Love-sick Patient.  In the central and side panels of the latter, he placed black-lined arabesques against a gold background, a difficult technique that left no margin for error.
  The same method, seldom found in the work of other painters or illuminators of the period, is used for the central cartouches of each page of this illumination.
 

Cat. No. 74. 

[CPT]BUSTĀN OF SA`DI
[CPB]Copied by Mohammad-Qāsem son of Shādishāh, illuminated opening pages attributed here to Shaykhzādé
Probably Herāt, ca. 1528

146 folios with 4 illustrations added later

Nasta`liq in 15 lines per page

Opaque watercolor, ink, and gold on paper

Page 22.2 x 14 cm, text 15.2 x 7.6 cm

[GT]On each page of this manuscript fifteen lines of a very fine nasta`liq are written on paper of superb quality.  The colophon reads:  "And it was finished by the hand of the poor and humble and sinful slave, Mohammad-Qāsem-e Shādishāh, may God forgive his sins," a less apologetic formula than used in the colophon of the circa 1525 Bustān of Sa`di (cat. no. 73).  This time Mohammad-Qāsem seems more confident of his calligraphy, signing his name more assertively.  The illumination, attributed here to Shaykhzādé, also much more accomplished, is one of his most elaborate works from Herāt, contemporary with Episode in a Mosque, circa 1527 (fig. 31).  


The manuscript starts with an illuminated double-page attributed to Shaykhzādé.  It is more refined than the illuminated pages Shaykhzādé completed just a few years earlier for another Bustān (cat. no. 73c).  The page is characterized by a black-dominated band of scrollwork, and other decorative elements are close to those of Episode in a Mosque:  the knit gold pattern delimiting the rectangular panels, the shape and color of the palmettes, and the detailed work of the medallions.  Illumination using two tones of gold, reserved for a few palmettes in Episode in a Mosque, is extensively used here.
  The refinement of this double-page compared to cat. no. 73c parallels the progression from Episode in a Mosque to Doctor Visiting His Love-sick Patient (cat. no. 73b).


The decorative kufic inscriptions in the four panels are cleverly formulated to be acceptable to both Sunni and Shi`a sensibilities:
  "In the name of God, the merciful and compassionate, praise be to the lord of the two worlds, prayer be upon Mohammad and his progeny, the good and the pure."  Herāt during this period frequently changed hands between Qezelbāsh "liberators" and Ozbak "usurpers," and accusations abounded; it was in Herāt that the Sunni poet Helāli in 1529-30 was falsely persecuted as a Shi`a.
  Perhaps fearing recriminations, Shaykhzādé chose wording that could be interpreted favorably by Shi`a and Sunni adherents alike, either as blessing the literal family of the Prophet, his cousin and son-in-law `Ali and the eleven descendants dear to the Shi`a, or as a prayer for the kin of the Prophet, thus appeasing the Sunnis.  


Shaykhzādé must have been relieved to go to Bokhārā, where the political and religious situation was stable and where the khān and his son patronized an important library-atelier, albeit of lesser prestige than Herāt or Tabriz.  Bokhārā under `Obeydollāh Khān's influence had become a center that attracted many talents.  A decade later, the historian Mirzā Mohammad-Haydar Dughlāt gave the following description:  "In short, he (`Obeydollāh Khān) was a king endowed with every excellence, and during his lifetime, his capital Bokhārā became such a center of the arts and sciences, that one was reminded of Herāt in the days of Mirzā Soltān Hosayn."
  If Shaykhzādé thought the same, he must have felt at home in Bokhārā.


Four spaces in the manuscript for paintings remain unfilled; production likely came to a halt when `Obeydollāh Khān raided Herāt in 1528 and Shaykhzādé departed for Bokhārā.  The empty areas were subsequently filled at the turn of this century by an artist painting in a remarkably good imitation of the Safavid style, probably for the European market.  At the same time an attempt was made to erase the name of the calligrapher, perhaps to replace it with a more celebrated name.  All ownership stamps have been erased.

[PP]Published:  Sotheby's, Oct. 8-9, 1979, lot 261; Christie's, April 11, 1989, lot 29 

Illumination by Shaykhzādé [CHART GOES HERE]

Cat. No. 75. 

[CPT]THE MAIDEN AND THE PERSISTENT LOVER 

[CPB]Attributed here to Shaykhzādé
Bokhārā, ca. 1530

Opaque watercolor, ink, and gold on paper

Painting 10.6 x 6.3 cm

[GT]Upon his arrival in Bokhārā about 1529, Shaykhzādé embarked upon the illustration of a compendium of poems recited among lovers, with new compositions in a charmingly poetical style.
  The manuscript, presently at the Institute of Oriental Studies, St. Petersburg (C860), was penned by his fellow Herāti calligrapher Mir `Ali in 1529.  Among the exquisite paintings is a scene by a stream where a young man reads a poem for a standing maiden (fig. 34),
 whose depiction is a replica of the maiden in cat. no. 75; both wear the same black coat trimmed with fur and embroidered with gold, greenish robe, and headgear.  Here her pose is more graceful, as she leans back to pull her coat from the hands of the persistent lover.


The attribution to Shaykhzādé rests on characteristics defined above:  delicate scrollwork on black, typical faces with U-shaped mouths, and the undulating hems of robes.  To give sparkle to the eye, Shaykhzādé drew the pupil over stark white, cutting the pupil with a single thin white stroke, which gives an alert look to an otherwise expressionless figure.


The subject of a maiden and her lover was part of the standard repertoire of Bokhārā painting,
 and this illustration must have been admired in its day.  the poem reads:  "I won't let a beauty like you go without a struggle / for it took a passionate tear to win you."
 

[PP]Provenance:  Imre Schwaiger earlier in this century; Sir Bernard Eckstein collection; Kevorkian collection

Published:  Sotheby's, Feb. 7, 1949, lot 20, and April 27, 1981, lot 22 
chap6.txt

 [CN]6

[CT]Sixteenth-Century Painting 

[GT]With the fall of Tabriz and Herāt to the Safavids in the early sixteenth century, artists from both cities, the main centers for the arts of the book, were integrated into the royal Safavid library-atelier at Tabriz.  Persian painting, however, did not converge toward one undifferentiated style; regional painting flourished on its own merit, at times even overshadowing the accomplishments of the Safavid atelier.

[SH1]Ozbak and Safavid Interaction

[GT]By the beginning of the sixteenth century, the Mongol clan of the Ozbaks had emerged as the dominant power in Transoxiana.  The Ozbaks first gained prominence after Abol-Khayr Khān (r. 1429-68) seized Khārazm from the Teymurids in 1447.  Subsequently Abol-Khayr lent his support to the Teymurid Abu-Sa`id in wresting Samarkand from Abu-Sa`id's cousin `Abdollāh in 1451.  The effective establishment of Ozbak power in Transoxiana, however, began with the conquests of Samarkand and Bokhārā by Abol-Khayr's grandson, Mohammad-e Sheybāni (r. 1500-10), also known as Sheybāni Khān, at the turn of the century.  Seven years later, in 1507, he swept away the last of the Teymurid princes of Herāt and triumphantly entered the city which, since the days of Shāhrokh, had been the center of the Teymurid empire.  A few years later, in 1511, the Safavid Shāh Esmā`il captured Herāt after defeating Sheybāni Khān.  The Ozbaks were forced to abandon Khorāsān and retreat beyond the Oxus River, which became the natural boundary between the Safavid and Ozbak states.  For more than a century, the Sheybānids continued to dominate Transoxiana, each khān ruling his fiefdom under a political system that recognized the eldest khān of the clan as supreme khān.


Use of the epithet Sheybāni for the Ozbak khān emphasized his descent from Sheybān, the youngest son of Juchi, son of Changiz Khān.  This claim through Changizid descent on the ulus of Chaghatāy (which included Transoxiana and Khorāsān) was more acceptable among the Turco-Mongols than that of the "usurper" Teymurids.  Like most other Turco-Mongols who had settled in the region, the Ozbaks were Muslims and staunch defenders of the Sunni faith.  The numerous Ozbak incursions into Khorāsān during the sixteenth century were not only to pursue dynastic territorial claims but also ostensibly to defend "true" Islam against the "heretic" Safavids who championed the Shi`a cause.  Throughout the sixteenth century the cities of Khorāsān, Herāt in particular, were subjected to devastating raids.  These periods of confrontation between Ozbak and Safavid partisans caused much hardship on the Khorāsānian population, while Bokhārā, Samarkand, and other cities of Transoxiana enjoyed relative calm and stability. 

[SH2]The Library-Atelier of the Ozbaks 

[GT]Following the practice of Turco-Mongol princes in the eastern Islamic world, the Ozbaks established a series of active library-ateliers in the sixteenth century to enhance the prestige of their dynasty.  Artistic activity in Samarkand, which had its own share of manuscript production in the first half of the fifteenth century under the Teymurids, had gradually declined by the second half of the century.  But in the early sixteenth century a new indigenous style, almost provincial in respect to the Herāt productions and faintly echoing the Samarkand style of half a century earlier, emerged in Transoxiana (see cat. no. 76).


The most important impetus to manuscript production in Transoxiana, however, occurred when Sheybāni Khān, during his occupation of Herāt, came into contact with the artists of the royal library-atelier of Soltān Hosayn.  In his memoirs the Teymurid prince Zahiroddin Mohammad Bābor (d. 1530) stated that once in Herāt, Sheybāni Khān took a pen and corrected the handwriting of Soltān-`Ali-ye Mashhadi and the drawing of Behzād, such was his "ignorance and arrogance."
  Bābor, who had competed unsuccessfully with Sheybāni Khān in the conquest of Samarkand, might not have been impartial, but his remarks imply the khān's preoccupation with the arts of the book. 


Sheybāni Khān probably considered his subjugation of Herāt to be permanent and did not envisage relocating artists to Transoxiana.  Such was not the case with his nephew `Obeydollāh Khān (r. 1512-40; as supreme khān, 1533-40).  In 1529 he forcibly took the celebrated calligrapher Mir `Ali from Herāt to Bokhārā, where he was compelled to remain until his death.
  (For works by Mir `Ali attributable to his Bokhārā period, see cat. nos. 79, 205d.)  One artist who might have gone of his own will to Bokhārā was the Safavid painter Shaykhzādé, who joined the atelier of `Obeydollāh Khān and his son and successor `Abdol-`Aziz Khān (r. 1540-49).  Both khāns were bibliophiles, connoisseurs, and highly esteemed patrons. 


Following this apogee in the mid-fifteenth century, Bokhārā painting lapsed into an uninteresting, repetitive mode, not unlike that of Safavid Shirāz in the sixteenth century (see cat. nos. 80a, 81a).  Calligraphy standards, however, remained high, thanks to such masters as Mahmud son of Es-hāq-e Shahābi (see cat. no. 80).  The downward trend of Ozbak painting was temporarily stopped with the occupation of Herāt in 1588 by `Abdollāh Khān (r. 1556-98),
 the last of the powerful Ozbak rulers of the house of Sheybān.  Under the enlightened patronage of the appointed governor of Herāt Mir Qol-Bābā Kukaltāsh, Ozbak painting had its final revival (see cat. no. 82).  With `Abdollāh Khān's death in 1598, Ozbak power as well as patronage of the arts of the book withered away.

Cat. No. 76a-c.

[CPT]KHAMSÉ OF NEZĀMI 
[CPB]Transoxiana, ca. 1500

422 folios
 with 33 illustrations 

Nasta`liq in 14 horizontal and 32 diagonal lines per page

Opaque watercolor, ink, and gold on paper

Page 22.5 x 14 cm

[GT]This manuscript is very similar to a copy of the Khamsé of Nezāmi at the Topkapi Sarāy Library (H.753), dated 1501,
 perhaps executed by the same hand.  It is one of a small group of manuscripts produced at the outset of the Sheybānid dynasty in an original manner that faintly echoes mid-fifteenth-century Samarkand painting.
  The style is characterized by a plain and simple design, sparse vegetation, high horizon line, and Transoxiana features, namely oval faces with high cheekbones ending in pointed chins.  Another manuscript in this group relates to the early history of the Sheybānids:  the Fathnāmé (Book of victories) by Mohammad Shādi that details the campaigns of Sheybāni Khān.
 

[PP]Published:  Sotheby's, June 20, 1983, lot 195

[SAT]76a. Bahrām-e Gur in the Yellow Pavilion 

76b. Bahrām Being Told the Injustice Committed by His Vizier 

76c. The Vizier in Chains before the King 
Cat. No. 77a, b.

[CPT]DIVĀN OF HĀFEZ 
[CPB]Iran or Transoxiana, late 15th or early 16th century 

148 folios with 2 illustrations, remargined

Opaque watercolor, ink, and gold on paper 

Modern binding 

Page 23.2 x 14.6 cm, text panel 16.7 x 9.6 cm 

[GT]The colophon of this manuscript states that it was copied by Mohammad-`Ali-ye Tabrizi in A.H. 840/1436.  The colophon, however, seems unreliable since its nasta`liq calligraphy is much more mature than that of the best calligraphers of the period, including Ja`far-e Bāysonghori.  Three identical seals reading "Sarvarol-molk A`zam Khān Bahādor 858" appear below the colophon with some Mughal-style inscriptions, probably to create the impression that the manuscript had been in a royal Mughal library.  Although many pages in the text area have darkened, the last page seems substantially darker than the rest, perhaps to conceal tampering with the date.  Judging by a later illumination added on the first page, the manuscript must have been in India at one stage and remargined there, but not necessarily in the imperial libraries.  


Because of their dynastic claim on Khorāsān, the Ozbaks considered themselves not conquerors but liberators of the region, particularly Herāt.  Some Herāti artists were transferred to Bokhārā as a result of `Obeydollāh Khān's successive campaigns in the 1520s and 1530s in Khorāsān, but before then the Ozbaks had not removed the city's talents to other libraries, and so it was more by gradual discovery than by direct artistic influence that the Herāti painting style became fashionable and dominant in Bokhārā.  A manuscript of Mehr-o Moshtari (Mehr and Moshtari) in the Freer Gallery of Art, Washington, D.C. (32.6), dated A.H. 929/1523, is perhaps the earliest dated example of the Herāt style produced in Bokhārā.


The two paintings of this manuscript are stylistically very close to the Freer manuscript and can be safely attributed to the same period.

[PP]Provenance:  Kevorkian collection 

Published:  Sotheby's, April 21, 1980, lot 173 

[SAT]77a. The King and His Entourage 

[CPB]Bokhārā, ca. 1525 

Illustration 17.7 x 12 cm 

[GT]The painting is stylistically very close to the Marriage Night of Mehr and Nāhid (fol. 8) in the Freer Mehr-o Moshtari.
  The architectural elements, the door, and the window above it are similar.  The tree in the garden and the faces of the standing young men are almost identical, and both works might have been executed by the same artist.

[SAT]77b. Feast by a Stream 

[CPB]Bokhārā, ca. 1525 

Illustration 16.7 x 10.5 cm 

[GT]Here again the stylistic similarity between this painting, cat. no. 77a, and other paintings of the Freer manuscript
 is quite striking and justifies an attribution to the same hand.

Cat. No. 78a-c.

[CPT]THREE LEAVES FROM A KHAMSÉ OF NEZĀMI 
[CPB]Copied by Soltān-Mohammad-e Nur 

Herāt, dated A.H. 919/1513 

Remargined and painting added in Bokhārā, ca. 1560 

Opaque watercolor, ink, and gold on paper

Page 23.5 x 16 cm, text panel 10 x 4 cm 

[GT]These three leaves probably come from an abridgment of the Khamsé of Nezāmi, since the small text area is inappropriate for copying the complete work.  The manuscript, or parts of it, must have fallen into Ozbak hands after a raid to Herāt and typical Bokhārā margins added to it.  That the work was remargined and adorned with such elaborate margins is a sign of the appreciation felt in Bokhārā for Soltān-Mohammad-e Nur's calligraphy. 

[PP]Provenance:  Binney collection 

Published:  Robinson (Colnaghi), nos. 28i-iii 

[SAT]78a. Lovers in a Garden  [SOL](facing page)

[GT]The pleasant painting in the Bokhārā style of the 1560s has been inserted within margins, typical of Bokhārā, illuminated with floral arabesques interspersed with cartouches (see also cat. no. 87).

[SAT]78b. Colophon 

[GT]The colophon reads:  "Written by the poor slave, Soltān-Mohammad-e Nur, may God disregard [his sins], at the city of Herāt, may it remain protected." 

[SAT]78c. Opening Page 

[GT]Beneath a finely illuminated heading, an introductory text praises the merits of reading "words of wisdom" in the form of versified stories, such as those from the poet Nezāmi.

Cat. No. 79.

[CPT]ILLUMINATED CALLIGRAPHY 

[CPB]Copied by Mir `Ali 

Probably Bokhārā, ca. 1560

Opaque watercolor, ink, and gold on paper

Page 13.4 x 26.7 cm 

[GT]This page comes from an album (the bulk of which is at the Arthur M. Sackler Museum, Cambridge, 1958.63-74)
 whose calligraphies are all by the same hand; one folio is signed by Mir `Ali.
  Stylistically attributable to about 1560, the calligraphy was probably incorporated into an album in Bokhārā about 1560, when the city was ruled by the Ozbak `Abdollāh Khān (see below).  The illumination and the painting, added to the calligraphy during the album's preparation, are typical of the abundant production of Bokhārā in the second half of the sixteenth century.  The insertion of the two seated youths within the illumination adds a charming note to the composition.  Pairs of young men are usually depicted with one drinking wine being served by the second or, as here, with one playing a musical instrument while the other listens.  The subjects of wine and music are among the most popular themes of Persian poetry. 

[PP]Provenance:  M. Rezai collection 

Cat. No. 80a-f.

[CPT]YUSOF-O ZOLAYKHĀ OF JĀMI 
[CPB]Copied by Mahmud son of Es-hāq-e Shahābi for `Abdollāh Khān 

Bokhārā, dated A.H. 973/1565

155 folios with 5 illustrations

Nasta`liq in 15 lines, 2 columns per page 

Opaque watercolor, ink, and gold on paper

Illustration 20.5 x 12.5 cm

[GT]The celebrated Teymurid poet Jāmi, held in high regard by the Sunni-inclined Naqshbandi Sufis, was so unpopular with the early Safavids that it is said that Shāh Esmā`il considered desecrating his tomb.  But in Bokhārā, where the Ozbak rulers championed the cause of Sunni Islam, Jāmi remained a popular poet, and numerous manuscripts of his works were copied there. 


This manuscript of Jāmi's Yusof-o Zolaykhā (Yusof and Zolaykhā) contains five contemporary paintings, two of which bear inscriptions indicating they were produced for the royal library of `Abdollāh Khān, ruler of Bokhārā from 1556 to 1598.  Some paintings bear later and erroneous attributions to the celebrated painter Mahmud-e Mozahheb, who had worked in the famous library-atelier of `Abdollāh's predecessor, `Abdol-`Aziz Khān.  The manuscript's paintings, featuring stiff, short-legged figures and bland faces with thick, short eyebrows, is typical of the colorful but uninspired production of `Abdollāh's atelier in Bokhārā.  The first page is adorned with a badly damaged shamsé (roundel) and a seal imprint (also badly damaged and illegible) circled with an illuminated band in the style of the shamsé. 


The colophon reads:  "By the will of God the sublime, this illustrious copy was taken to completion by the hand of the poor slave, the weakest of God's servants, Mahmud son of Es-hāq-e Shahābi of Herāt, may God forgive his sins and conceal his weaknesses; in the months of the year 973 after the hejira of the Prophet, God bless him and grant him salvation." 


The calligrapher Mahmud son of Es-hāq-e Shahābi was taken, along with the calligrapher Mir `Ali, to Bokhārā by `Obeydollāh Khān after the occupation of Herāt in 1528.
  Both were employed at the library of `Obeydollāh's son, `Abdol-`Aziz.  Mir `Ali, who had taken Mahmud as a student, reportedly once exclaimed, with some hyperbole, "I have trained a student to be better than myself."
  Mahmud accordingly claimed to be better than his master, a contention that sat well with neither Mir `Ali nor his peers.
 


Yusof-o Zolaykhā, much like the same story by Jāmi's predecessor, the poet Nezāmi, is the tale of the Old Testament hero Yusof (Joseph), son of Ya`qub (Jacob), who, abandoned in a well by his jealous brothers, is picked up by a caravan headed for Egypt where the pharaoh's wife, Zolaykhā, falls in love with him. 

[PP]Provenance:  Kevorkian collection 

Published:  Sotheby's, April 23, 1979, lot 160 

[SAT]80a. Yusof Lifted from the Well by His Brothers  [SOL](fol. 58a) 

[SAT]80b. Yusof Bathing in the Nile  [SOL](fol. 61b) 

[SAT]80c. Yusof Being Sold at the Marketplace  [SOL](fol. 65a) 

[GT]A calligraphic panel that wraps around the top of the building indicates that the manuscript was produced in the royal library-atelier of `Abdollāh Khān:  "For the library of the Khāqān of the age, the ultimate warrior, `Abdollāh the valiant khān, may God the sublime make eternal his kingdom." 

[SAT]80d. Yusof Sitting with the Pharaoh  [SOL](fol. 123b) 

[GT]The same inscription as found in cat. no. 80c reappears on the top of the building. 

[SAT]80e. Yusof Meeting Zolaykhā as an Old Woman  [SOL](fol. 130b) 

[SAT]80f. Colophon  [SOL](fol. 155v)

Cat. No. 81a, b.

[CPT]YUSOF-O ZOLAYKHĀ OF JĀMI 

[CPB]Copied by Soltān Bāyazid b. Mir Nezām 

Bokhārā, dated A.H. 973/1566 

124 folios with 2 illustrations

Nasta`liq in 2 columns, 14 lines per page 

Opaque watercolor, ink, and gold on paper 

Black morocco binding   

Page 29 x 18 cm, text panel 15 x 7.5 cm 

[GT]The colophon of this manuscript reads:  "Copied by the slave, Soltān-Bāyazid b. Mir Nezām, in the month of Zol-qa`dé of the year 973."  The calligrapher, of Herāti origin, was a pupil of Mir `Ali in Bokhārā.
  Sometime after finishing this manuscript, Soltān-Bāyazid moved from Bokhārā to the court of the Mughal emperor Akbar; three years later, in 1569, he finished copying a Khezr Khān-o Devalrāni (Khezr Khān and Devalrāni) of Amir Khosrow Dehlavi at Akbar's court.
 


The two illustrations are typical of Bokhārā in the 1560s and closely follow the style of cat. no. 80. 

[PP]Provenance:  Binney collection 

Published:  Robinson (Colnaghi), no. 30 

[SAT]81a. Yusof Drawn Up from the Well  [SOL](fol. 51v)

[SAT]81b. Camp Scene  [SOL](fol. 77v)

Cat. No. 82.

[CPT]PRINCE WITH A FALCON 

[CPB]Transoxiana, ca. 1550 

Ink and light color on paper

Drawing 9 x 5 cm 

[GT]Ozbak library-ateliers primarily produced colorful paintings, and few drawings from the school are known.  This exquisite sheet exemplifies Transoxiana draftsmanship in adopting a stylized face with Ozbak features, including high cheekbones, small, round eyes, and short upward-slanting eyebrows.

[PP]Provenance:  Ex-Essayan collection
 

Published:  Drouot (Boisgirard), June 24, 1982, lot 19 

Cat. No. 83. [OL](overleaf)

[CPT]ILLUSTRATED COLOPHON FROM A SELSELATOZZAHAB OF JĀMI 
[CPB]Calligraphy attributed to Shāh-Qāsem, painting attributed to Mohammadi 

Herāt, dated A.H. 1000/1591

Opaque watercolor, ink, and gold on paper

Page 32.9 x 20.6, colophon illustration 21.5 x 11.8 cm 

[GT]The Ozbak `Abdollāh Khān captured Herāt in 1588 and, despite the resentment of his own son, `Abdol-Mo`men, he immediately appointed Amir Qol-Bābā Kukaltāsh as governor, a post he held until 1598.  The epithet kukaltāsh, which indicates a foster relationship, was used for the amir because his own mother had been a foster mother to `Abdollāh.  As a childhood friend, the khān had promoted Qol-Bāb​ā to the rank of amir (commander) and sadr (head of religious affairs) before the assignment to Herāt.  It was a most fortunate appointment for the beleaguered Herātis, for he restrained the Ozbak troops from further excesses and stopped the flaring religious animosity between the Shi`a and the Sunnis.  Qol-Bābā's merits were even praised by Persian historians, whose accounts usually display their justifiable prejudice against the Ozbaks.
 


In the person of Qol-Bābā, Herāt had discovered a second Amir `Ali-Shir (who also had a foster relationship with the ruler of his time, Soltān Hosayn, see cat. no. 36).  Qol-Bābā engaged in the same type of activities as Amir `Ali-Shir:  building new caravansarays, repairing older buildings (including Amir `Ali-Shir's tomb), and patronizing intellectuals and artists.
  Among the number of manuscripts that seem to have been copied in his library, two contain colophons similar to the colophon illustrated here.
  One colophon is dated Rabi` I A.H. 1001/December 1592 and the other Rajab A.H. 1001/April 1593; both indicate that they were copied at "the library-atelier of the successful Navvāb with the dignity of Saturn [the royal library-atelier]" by Shāh-Qāsem,
 a calligrapher based in Herāt, suggesting the colophons must be attributed to Herāt as well.
  Although the library-atelier was termed royal, Qol-Bābā was undoubtedly its chief patron.  By activating the atelier in Herāt as the royal library, fully employing the artistic talents in the city, he enhanced the prestige of `Abdollāh Khān, and by ordering the historian Tanesh b. Mir Mohammad of Bokhārā to chronicle the events of `Abdollāh Khān's reign in the Sharafnāmé-ye shāhi (Book of honors),
 he assured his ruler's place in history.


The colophon of cat. no. 83 reads:  "This manuscript was brought to completion by the help of God the donor; the writing of this third section of the Selselatozzahab [Chain of gold] of my Lord--may his high secret be sanctified--the Mowlānā Nuroddin `Abdorrahmān-e Jāmi, mercy upon him, was completed on the fourth day of Zi-Hajjé of the year 1000."  The composition, design, colors, and decorative elements of the interlinear illuminations of this colophon are almost exactly like the 1593 colophon; it is undoubtedly the product of the library-atelier under Qol-Bābā's patronage.  Stylistically the painting is based on the Mashhad style as developed under the patronage of the Safavid prince Ebrāhim Mirzā (d. 1578) and continued in Herāt by the painter Mohammadi (active circa 1560-91, see below).  While the 1593 colophon displays a distinct Bokhārā influence, especially in the oval faces with pointed chins, this painting remains very close to Mohammadi's style, down to such details as the little red and blue flowers sprinkled in the landscape and the interlinear decorations, reminiscent of The Love of Majnun (see cat. no. 93).  The raised angle of the right foot of the page-boy on the right is also typical of Mohammadi.  Other artists sometimes used a raised toe when a figure stepped forward, but Mohammadi seems to be the only one to have used it for a still figure.
  In this late phase of the Mashhad style executed in Herāt, the rock formations became slightly rounder, and the whitish spots on the rock edges became more accentuated. 


The calligraphy is exactly in the style of the other two colophons, and an attribution to Shāh Qāsem is appropriate.  Many words and letters (e.g., ketāb, yāft) in all three colophons are similarly treated.

[PP]Provenance:  M. Rezai collection

Cat. No. 84a, b.

[CPT]BUSTĀN OF SA`DI
[CPB]Copied by Mehrāb-e Sabuhi 

Probably Herāt, dated A.H. 1026/1617

122 folios with 1 illustration

Nasta`liq in 14 lines per page

[medium?]

Page 17 x 8.7 cm, text panel 11.8 x 4.9 cm 

[GT]This exquisite manuscript is copied in a minute nasta`liq (ghobār) script on thick, well-burnished paper of the highest quality.  A beautifully tooled and gilded medallion in the form of two intertwined dragons adorns its red morocco binding.


The colophon reads:  "By the help of God the donor, this book was brought to completion in the latter part of the month of Zi-Hajjé of the year 1026 after the hejira.  It has been written by the poor and sinful slave, Mehrāb-e Sabuhi, may God forgive his sins and cover his shortcomings."


The scribe is probably the Mehrāb Beyg who was a contemporary of the Safavid Shāh `Abbās I and, by one account, his son-in-law.
  Considering his title beyg, used for amirs of Turkish stock, such an association was possible.  By another account he married the sister of the calligrapher `Abdorrashid-e Daylami (see cat. no. 187), by the intervention of the shāh.  He was an instructor of calligraphy to Safavid princes.  The single illustration in the manuscript is in the style of those produced at the library-atelier of the Shāmlu governors of Herāt in the 1610s, after the liberation of Herāt by the Safavids.
 

[PP]Provenance:  Seal of Hasan; Ronald Lindsay; Lancelot Oliphant by Nov. 1939

Published:  Sotheby's, April 22, 1980, lot 310

[SAT]84a. Man Riding a Leopard  [SOL](fol. 18v)

[SAT]84b. Colophon  [SOL](detail, fol. 122) 

Cat. No. 85. 

[CPT]THE DESCENT OF ADAM TO EARTH

[CPB]Attributed here to Farhād

Probably Bokhārā, c. 1650

From a Nafahātol-ons (Fragrances of intimacy) of Jāmi (fol. 12r) 

Opaque watercolor, ink, and gold on paper

Page 25.2 x 16.1 cm, text panel 16.1 x 8.2 cm 

[GT]In 1599 the Ozbaks were replaced in Bokhārā by the Jānids (1599-1785), descendants of Jān b. Yār-Mohammad, a prince of the khāns of Astrakhān who had married the sister of the Ozbak `Abdollāh II.  The Jānids could hardly maintain the prestige Transoxiana had enjoyed under the Teymurids and the Ozbaks.  They were overshadowed by the Safavids and the Mughals and did not have the political power or the financial resources to attract the talents employed by their neighbors.  The dynasty's most prominent ruler was Abol-Mansur `Abdol-`Aziz Bahādor Khān (r. 1645-91), who revived the royal library-atelier in Bokhārā and for whom a manuscript of the Bustān of Sa`di was prepared in 1649 (presently at the Chester Beatty Library, Dublin, no. 275).  On folio 142b of that manuscript, `Abdol-`Aziz is depicted in a composition signed by the painter Farhād.
  Signed works by Farhād appear in other dispersed pages of the manuscript of Jāmi to which this painting once belonged.
  Stylistic similarities suggest attribution to the same hand and a date contemporary with the Chester Beatty manuscript.  The imaginative use of gold to depict heavenly flames is the composition's most remarkable feature.  It is probably one of the last masterpieces of the once-flourishing Bokhārā school of painting.

[PP]Provenance:  Pozzi collection

Published:  Drouot (Boisgirard), Feb. 13, 1991, lot 175

[SH1]Khorāsān Painting

[GT]Constantly under the threat of Ozbak occupation in the early sixteenth century, Khorāsān was in a precarious state.  By 1530 many artists had been transferred by the Ozbaks to Transoxiana, and others had joined the Safavid court, first in Tabriz and subsequently in Qazvin, which had become the Safavid capital about 1550.
  Artistic activity in Khorāsān would not receive new impetus until the appointment of the Safavid Ebrāhim Mirzā, Shāh Tahmāsb's nephew and son-in-law, as governor of Mashhad in 1565.  Tahmāsb by this time had entered into a period of strict religious conservatism, signaled by his 1556 edict of "sincere repentance," in which he abandoned "irreligious" activities, including painting.
  Painters scattered from the capital at Qazvin, and the most talented regrouped around Ebrāhim Mirzā, a refined patron and bibliophile.  The interaction between the prince and the artists led chiefly by Mirzā `Ali and Shaykh-Mohammad (cat. nos. 90c, 91), followed by the artist Mohammadi, fostered the development of the Mashhad style of painting (see cat. no. 90).  Earlier Khorāsān painters had followed the late fifteenth-century Herāt style, although simultaneously adopting the spartan attributes of Transoxiana painting, such as minimal vegetation and subdued coloration.  The painters of Ebrāhim's library-atelier transformed Khorāsān painting into the vigorous Mashhad style, which dominated Persian painting in the second half of the sixteenth century.  Later artists such as Habibollāh (cat. no. 89) carried the style into the Esfahān of Shāh `Abbās I.

Cat. No. 86a-c. 

[CPT]MEHR-O MOSHTARI OF `ASSĀR
[CPB]Perhaps Khorāsān, dated A.H. 949/1542

176 folios with 4 illustrations

Nasta`liq in 2 columns, 14 lines per page 

Opaque watercolor, ink, and gold on paper

Brown gilt-stamped morocco binding

Page 21.5 x 12 cm, text panel 14 x 6.6 cm 

[GT]While copies of the Shāhnāmé of Ferdowsi or the Khamsé of Nezāmi were common commissions of distinguished patrons, Mehr-o Moshtari (Mehr and Moshtari, see also cat. no. 45) is suited to the taste of a bibliophile whose interest in poetry extended beyond standard texts.  The manuscript's colophon gives the date A.H. 949/1542 but no calligrapher's name or place of execution.  Stylistically the illustrations seem to be of the Khorāsān school, perhaps Herāt.  This supposition is further strengthened by the presence of Khorāsānian headgear to the exclusion of Qezelbāsh turbans.
 


The binding originally prepared for the manuscript is interesting.  At least two other bindings are known that are almost identical in design to this one:  a loose undated binding at the Victoria and Albert Museum (no. 423/1896)
 and a cover for a Divān of Hāfez,
 dated 1532, with paintings in the Shirāz style.  All three are the same size and have stamped gilt panels decorated with similar arabesque patterns.  The bookbinder must have kept the stamp and used it for various patrons from Shirāz to Khorāsān.


The four paintings in the manuscript are all by the same hand. 

[SAT]86a. The King of Estakhr and His Vizier Visiting an Ascetic  [SOL](fol. 12v)

[SAT]86b. Mehr and Moshtari before the King  [SOL](fol. 45v)

[SAT]86c. Mehr Playing Polo with the King  [SOL](fol. 113v)

[SAT] Binding

[PP]Provenance:  Hāji Hosayn Effendi; Yusof Maxim Jouanin;
 Felix Foylié(?)

Cat. No. 87. 

[CPT]ANUSHIRAVĀN AND THE OWLS
[CPB]Border calligraphy signed by Hasan-`Ali 

Probably Herāt, ca. 1570

From a Khamsé of Nezāmi

Opaque watercolor, ink, and gold on paper

Page 26.4 x 17 cm, illustration 17.4 x 11.7 cm

[GT]The Sāsānian king Anushiravān accompanied by his vizier, riding out on a hunt, came upon a ruined town where they heard two owls hooting.  The king asked the vizier what secrets the owls were telling.  The vizier, begging the king's pardon for his frankness, replied that one of the birds was giving his daughter in marriage to the other and sought as dowry this ruined village, and perhaps a few more.  The other owl then exclaimed, "Have no fear.  See the injustice of the king and you shall know that soon there shall be thousands of ruined villages for me to give."  Upon hearing these words, the king repented his unjust ways.  His subsequent fairness became proverbial, and he became known as Anushiravān the Just.


This illustration is painted in a style that prevailed in Herāt in the third quarter of the sixteenth century, with a typical border decoration of floral patterns and animals outlined in gold.  Four cartouches are set in the border with verses written in black nasta`liq script.  One has the signature of the scribe Hasan-`Ali.  On the back, calligraphy in a thick yellow paint appears in cartouches.  Hasan-`Ali's signature appears on the margin and the inset calligraphy of another album page with similar decoration.
  The calligraphy on the page gives two additional facts:  that Hasan-`Ali was a hāji (i.e., had performed the pilgrimage to Mecca) and that he was from Mashhad.
  Three other cartouches on the album page, each containing a small stereotypical portrait, are set between those with calligraphy.  One wonders if Hasan-`Ali was a painter as well as calligrapher;
 the same type of portrait inserted in cartouches appears on the margins of a manuscript of Salāmān-o Absāl of Jāmi dated A.H. 989/1581 (State Public Library, St. Petersburg, PNS-145).
 

[PP]Published:  Drouot (Boisgirard), June 28, 1983, lot 37 

Cat. No. 88. 

[CPT]ASKING FOR THE HAND OF `AYNIÉ
[CPB]Probably Khorāsān, ca. 1570-80

From a Selselatozzahab of Jāmi

Opaque watercolor, ink, and gold on paper

Page 24.8 x 14.4 cm, illustration 19 x 12.8 cm

[GT]Hasty calligraphy, mediocre paper, and thin paint reveal that this manuscript was not produced for the most affluent of patrons.  Nevertheless the variety of faces and the elegance of the figure of `Aynié (the woman in red on the left) are evidence of the artist's talents.
  The intense coloration and the elongated faces are not typical of the painting style prevailing in Khorāsān at the beginning of the fourth quarter of the sixteenth century.

Cat. No. 89. 

[CPT]YOUNG MAN WITH A BOW

[CPB]Signed by Habib

Khorāsān, fourth quarter 16th century

Ink and light color on paper

Illustration 14.5 x 6.8 cm

[GT]The young man depicted here seems to be a musician rather than a warrior, for the bow in his hand, in shape and size, is unlikely to be used for shooting arrows.  The little bells (zangulé) attached to the string of the bow attest its euphonious purpose.
  Men in similar attire and with the same hairstyle can be found in a contemporary tinted drawing, attributable to Mohammadi, in which the figures seem to perform acrobatic feats to the music played by their companions.
  Such troupes must have roamed through the Herāt countryside, performing from one village to the next.


An inscription at the bottom reads "Signed by Habib."  According to Qāzi Ahmad, the artist Habibollāh, originally from the city of Sāvé, had been in the retinue of Hosayn Khān-e Shāmlu while he was governor of Qom (1590-98).  Habibollāh had accompanied Hosayn Khān to Herāt in 1598 and later joined the library of Shāh `Abbās in Esfahān.
  Two other signed works are closely associated with this one: a Seated Lady in a private London collection and Huntsman with a Gun in the Staatliche Museum, Berlin (No. I.4589, fol. 11b).
  The signature on the latter bears the epithet Mashhadi, one that a pilgrim to Mashhad would proudly use (even up to recent times).
  The term is to be read before the name, much like the epithet Hāji; thus the correct reading of his signatures would be "Mashhadi Habibollāh" and not "Habibollāh-e Mashhadi," as usually referred to in the literature.  This reading is also justified by the order of the writing: "Mashhadi" at the bottom, "Habib" in the center and "Allāh" at the top.  The same signature appears in two other works:  the Manteqottayr (Language of the birds) manuscript copied in 1483 with illustrations added later (Metropolitan Museum of Art, New York, 63.210.11), and a Teymurnāmé (Book of Teymur) that has recently appeared.
 

Cat. No. 90a-c. 

[CPT]SEFĀTOL-`ĀSHEQIN OF HELĀLI
[CPB]Copied and signed by Mozaffar-Hosayn, probably for the vizier Mirzā Salmān 

Perhaps Mashhad, dated A.H. 990/1582

61 folios with 2 illustrations

Nasta'liq in 2 columns, 11 lines per page

Opaque watercolor, ink, and gold on paper 
Page 24 x 16 cm, text panel 13 x 7.5 cm

[GT]The two-year reign of Shāh Esmā`il II (r. 1576-77) had grave consequences for the Safavid dynasty.  Confined by his father Tahmāsb in the fortress of Qahqahé for twenty years, Esmā`il took revenge after ascending the throne by decimating the Safavid clan.  Most of its princes were executed, but when he ordered the death of his elder brother Mohammad, nominal governor of Shirāz, Esmā`il himself was murdered before the executioner reached Shirāz.
  The Qezelbāsh amirs selected Mohammad, father of the future Shāh `Abbās, to succeed Esmā`il.  Shāh Mohammad-e Khodābandé (r. 1578-88), as he was known, had a weak character and was incapacitated by poor eyesight.  The real power was shared among the Qezelbāsh amirs and Shāh Mohammad's wife, Mahd-e `Oliā,
 and eldest son, Hamzé Mirzā, who aspired to succeed his father.  Among Hamzé Mirzā's supporters was the grand vizier Mirzā Salmān, himself a dominant force.


The colophon of this manuscript reads:  "By the order of his excellency the righteous man, my lord with the rank of Āsaf, this manuscript was so imperfectly written, in the months of the year 990, by the sinful slave, Mozaffar-Hosayn al-Sharif al-Hosayni,
 may God forgive his sins."  Āsaf was vizier to the legendary King Solomon, and "my lord with the rank of Āsaf" is an elaborate literary conceit to name the grand vizier Mirzā Salmān.

Mirzā Salmān was a scion of the wealthy and powerful Jāberiyé family of Esfahān, who claimed descent from Jāber, son of `Abdollāh-e Ansāri, a companion of the Prophet.  A learned man and capable administrator, Mirzā Salmān had obtained the favor of Shāh Esmā`il II, who appointed him vizier and "allowed him to remain seated before the Qezelbāsh amirs."
  Subsequently he was appointed grand vizier by Shāh Mohammad, a position that gave him control over the administration.  After the demise of Mahd-e `Oliā, he became an ardent promoter of Hamzé Mirzā and gained enormous prestige by arranging the marriage of his daughter to the prince.


Meanwhile in Khorāsān, dissatisfied with the feeble rule of Shāh Mohammad, the Qezelbāsh guardians
 of the young prince `Abbās, Shāh Mohammad's youngest son, proclaimed him independent ruler of the province.  Mirzā Salmān and those around Hamzé Mirzā wanted to address the Khorāsānian uprising immediately, but other Qezelbāsh clans wished to avoid civil war on the eastern frontier in order to prepare themselves for the imminent attack of the Ottomans to the west.  A heated debate between the two groups ensued, prompting Mirzā Salmān to cite the following verse of Jāmi (see cat. no. 147):  "To be `double-sighted' is to be fickle / the object of love is one and only one."  With this he rallied the Qezelbāsh to march eastward to quell the insurgents.
  At the fort of Quriān he defeated the rebel army and almost captured `Abbās and his guardian `Ali-Qoli Khān-e Shāmlu.  Emboldened by his success, Mirzā Salmān "openly criticized and insulted" the Qezelbāsh amirs.
  The traditional animosity between Tājik and Turk (i.e., Persian administrator and Qezelbāsh amir) finally erupted when the amirs obtained permission from Hamzé Mirzā to capture and execute Mirzā Salmān.  About Mirzā Salmān's downfall the chronicler Eskandar Beyg said, "He transgressed the circle of men of the pen to follow his ambition to command the military with the pretense of being superior to their amirs."


A year or two before his execution in 1583, Mirzā Salmān ordered the production of this manuscript of the Sefātol-`āsheqin (Disposition of lovers).  At the height of his career as grand vizier, he followed the path of his predecessors by patronizing manuscript production as a sign of his newly acquired rank.


The illustrations of the manuscript allude to Mirzā Salmān's allegiance to his son-in-law.  Already feeling the Qezelbāsh menace, Mirzā Salmān intended to offer the manuscript to Hamzé Mirzā to remind him of his unequivocal support and loyalty, especially in light of the Khorāsānian uprising.  Eskandar Beyg related that Mirzā Salmān repeatedly accused the amirs of nefāq (hypocrisy and dissonance), a term that is the opposite of devoted love in the Sufi context.
  Therefore in choosing the Sefātol-`āsheqin, a compendium of poems on devoted love, Mirzā Salmān counterposed the devotion of the vizier and the hypocrisy of the amirs.


The selection of the Sefātol-`āsheqin and the quotation of the poems of Jāmi cited above show the accord that Mirzā Salmān felt with Sufism, although such an affinity was at odds with his worldly ambitions.  Similar conflicting attitudes characterized many Persian administrators, who inevitably ended as victims of their own mercurial behavior.


The poems included in the Sefātol-`āsheqin are by the fifteenth-century poet Helāli, who lived in Herāt and was a member of the intellectual circle of Soltān Hosayn and his vizier Amir `Ali-Shir.  Caught between the numerous Ozbak invasions of Herāt and subsequent liberations by the Safavids, Helāli was denounced as Shi`a, although he was of Sunni faith.
  He was brought before the Ozbak `Obeydollāh Khān who, reminded of a quatrain the poet had composed which vilified the khān, ordered his death.  The motive behind the spurious allegations was Helāli's wealth, which was expropriated after his execution.


Among the Safavid princes felled by Esmā`il II was Ebrāhim Mirzā (d. 1578), nephew and son-in-law of Shāh Tahmāsb.  A man of high taste in literature and music, and active in hunting and sports,
 he was appointed to the governorship of Mashhad in 1556.  Tahmāsb, in an act of renewed asceticism, had recently dismissed the painters of his library-atelier, and Ebrāhim Mirzā became the main pole of attraction for the scattered artists.  Their interaction led to the creation of the dynamic Mashhad painting style, whose most notable example is the famous 1556-65 Haft owrang (Seven thrones) manuscript made for Ebrāhim Mirzā (Freer Gallery of Art, Washington, D.C., 46.12).
  The present manuscript is in the same style and shares many features with the Freer manuscript.  A typical example of the school is the tumultuous mountain scene (cat. no. 90b) displaying a dizzying array of activities squeezed between rock formations that extend freely into the margin, eliminating a substantial part of the painting frame.  Figures with elongated necks, arms, and legs are drawn with a nonchalant elegance, wearing loosely wrapped turbans or soft woolen bonnets characteristic of this period, and garments whose sleeves end in a soft ripple at the wrist.  Breaking away from the formal treatment of human figures practiced by past courtly painters, the Mashhad artists introduced a certain light and airy quality into their drawings that would reach its full development with the next generation of painters, led by Rezā-e `Abbāsi (see chap. 7).


It was natural that Mirzā Salmān would rely on artists who had been part of Ebrāhim Mirzā's atelier for the production of his manuscript.  Among them, `Abdollāh-e Mozahheb was a close associate and companion to Ebrāhim Mirzā,
 and he was entrusted with painting the important double-page frontispiece (cat. no. 90a) and perhaps coordinated the whole project.  Another illustration (cat. no. 90c) is attributed here to Shaykh-Mohammad, an initiator of the Mashhad style, and Throwing Down the Impostor (cat. no. 90b), one of the most representative examples of the style, is attributed here to Mohammadi (who did not participate in the Freer Haft owrang manuscript).  Because each painting was by a different hand and in a different format, the harmony found among paintings done by members of a formal atelier does not exist.  It is almost as if the pages to be painted were sent to the different cities where artists of the atelier of the late Ebrāhim Mirzā had dispersed.  

[PP]Provenance:  Binney collection

Published:  Robinson (Colnaghi), no. 24

[SAT]90a. Court Scene in a Garden  [SOL](fol. 1v, 2r, overleaf)

[CPB]Signed by `Abdollāh-e Mozahheb

Probably Mashhad, dated A.H. 989/1581

Page 24 x 16 cm

[GT]As argued above, this manuscript was commissioned by Mirzā Salmān, possibly to be offered to Hamzé Mirzā.  The young man on the right side of the pavilion might be the prince, and the courtier holding a staff in the lower right corner of the left page might well represent Mirzā Salmān.


`Abdollāh-e Mozahheb signed his name and the date A.H. 989/1581 on a small rock on the left page of this double-page frontispiece; he signed at least two other paintings in the same style.
  `Abdollāh-e Mozahheb participated in the production of major works, such as the Freer Haft owrang manuscript and a Golestān copied for Ebrāhim Mirzā (Negārestān Museum, Tehrān),
 which contains a single illustration attributable to him (fig. 35).  Among the painters and illuminators of the Haft owrang manuscript, he is the only one to have signed his name, in one of the illuminated headings.
  In Solomon and the Queen of Sheba from the Freer manuscript (fig. 36), `Abdollāh's style is noticeable in the rounded, curly clouds, the princely figures with dark red faces and broad eyebrows, and the distinctive twist of turban ends tucked behind the wearer's ear.
 


A few years after Ebrāhim Mirzā's death in 1578, `Abdollāh-e Mozahheb participated in the production of a manuscript of the prince's collected poems written under the pen name Jāhi (Golestān Library, Tehrān, no. 218).
  The manuscript was commissioned by Ebrāhim Mirzā's daughter, and a double-page frontispiece shows two portraits of a prince, presumably her father.  The colophon explicitly states that the manuscript was illustrated by `Abdollāh-e Mozahheb, "longtime companion" to the late prince, in Mashhad, confirming Qāzi Ahmad's contention that `Abdollāh had settled there.
  We may presume that this work was also painted in Mashhad.

[PP]Published:  Robinson (Colnaghi), no. 24i

[SAT]90b. Throwing Down the Impostor  [SOL](fol. 14v)

[CPB]Painting and calligraphy attributed here to Mohammadi

Probably Herāt, ca. 1581

Illustration 23 x 15.5 cm

[GT]The scene refers to aspiring young Sufi devotees who, engaged in the mystical path of love and contemplation of the creator, climb a mountain to seek evidence of the sincerity of their faith.  At the mountaintop true adherents, confirming their devotion, step forward and prepare to jump.  But one insincere follower lags behind, exposing his falseheartedness.  The impostor is then thrown down the mountain.  


In this illustration the original story is transformed into a timely parable.  The fact that a prince is portrayed in the painting, watching the devotees, might betray Mirzā Salmān's desire to immortalize his own decisiveness in leading the reluctant Qezelbāsh amirs to stop the rebellion in Khorāsān against Hamzé Mirzā.  He might have thought of himself as a faithful follower and of the amirs as impostors.  The scene ironically foreshadows Mirzā Salmān's tragic death at the hands of the amirs. 


Attributed here to Mohammadi, the work is a fine example of the Mashhad style.  Mohammadi created a beautiful composition by leaving the painting borderless and intertwining a nonlinear gold horizon through the landscape.  In contrast to the spartan style of the signed Soltān by a Stream (cat. no. 94), the scene here is crowded, but drawn with the same delicacy.  The treatment of the face and beard of the faithless impostor at the right imitates that of the bearded man in Soltān by a Stream.  Mohammadi's favorite blue and red flowers are sprinkled throughout the scene (see cat. nos. 92, 93).  The thin Safavid baton (tāj) is in the same shape as in a drawing of a hunting party, circa 1580 (see fig. 37).  The pale white pigment used for the prince's face and the treatment of the eyes and eyebrows are similar to Seated Princess (see cat. no. 92).  The space around the couplets in cartouches is adorned with flower motifs reminiscent of the decoration around Seated Princess and The Love of Majnun (see cat. no. 93).


Mohammadi, who resided in Herāt,
 appears to have received this page with two couplets copied on one side by the project's scribe, Mozaffar-Hosayn.  The rest of the sheet was blank, leaving room for the painter's illustration.  The couplets appear on the back of the page as well, but in a substantially different hand and style than the rest of the manuscript.  Perhaps the original position of the couplets did not suit Mohammadi's composition, and the whole page needed to be rewritten.  The close affinity of the calligraphy with an extensive inscription on a portrait by Mohammadi (Topkapi Sarāy Library, Istanbul, H.2155, fol. 20v),
 as well as with his brief signature on Soltān by a Stream, suggests that the calligraphy of this page is by his hand.  Considering Mohammadi's ability in drawing with the pen, his calligraphic skills are not surprising.  

[PP]Published:  E. J. Grube, The Classical Style in Islamic Painting: The Early School of Herat and Its Impact on Islamic Painting of the Later 15th, 16th, and 17th Centuries (Lugano: Edizioni Oriens, 1968), no. 79i; Robinson (Colnaghi), no. 24ii; A. Kevorkian and J. P. Sicre, Les jardins du désir (Paris: Phebus, 1983), p. 225

[SAT]90c. The Poor Man and the Prince  [SOL](fol. 55r)

[CPB]Attributed here to Shaykh-Mohammad

Probably Khorāsān, ca. 1582

Illustration 19 x 12.5 cm

[GT]A poor man infatuated by his king tries to approach the ruler while he plays polo, only to be rebuffed by the king's guard.  In desperation he sits in a nearby ruin in hopes that the polo ball will go astray.  When the ball rolls into the ruin, the man succeeds in approaching his beloved king when returning it.


The painter of this illustration, Shaykh-Mohammad, was an artist in the studio of Ebrāhim Mirzā.  A member of the library-atelier of Shāh Esmā`il II, he went to Khorāsān after the shāh's death and joined the services of the young prince `Abbās.
  Twenty years had elapsed since he had participated in the production of the Haft owrang manuscript for Ebrāhim Mirzā, and his style had grown more conventional.  Stylistically The Poor Man and the Prince is very close to three illustrations attributed to Shaykh-Mohammad in a Tohfatol-ahrār (Gift of the free) of Jāmi (State Public Library, St. Petersburg, Dorn 426).
  The composition is derived from a similar polo scene in a Guy-o chogān (Ball and polo stick) copied by Shāh Tahmāsb and dated A.H. 931/1524-25 (State Public Library, St. Petersburg, Dorn 441).
 In the polo scenes from the Guy-o chogān, men depicted watching the game are treated as observers and drawn as secondary figures.  By contrast the man on the hill in this painting, the pauper who hands the ball back to the prince, is not a typical onlooker.  His stature is prominent compared to the prince; his elegant embroidered garment hardly befits a poor man; and his face is depicted with elaborate detail.  He was likely meant to portray Mirzā Salmān, and bearing in mind Shaykh-Mohammad's reputation for portraiture, this may be an accurate likeness of the vizier, whom Shaykh-Mohammad had most probably met in Qazvin.  The illustration might have been chosen as a metaphor to reiterate Mirzā Salmān's devotion to Hamzé Mirzā and to hint that his generals, the Qezelbāsh amirs, were plotting against the prince. 


Shaykh-Mohammad's qualities as a humorist, recognized by the historian Eskandar Beyg, can be seen in the painting:  the right foot of the polo player in the center is intentionally depicted backwards.

[PP]Published:  Grube, Classical Style in Islamic Painting, no. 79.2

[SH2]Shaykh-Mohammad

[GT]Several drawings and paintings bearing the signature of the artist Shaykh-Mohammad (active circa 1540-80) are known.  His works have been extensively discussed, and the characteristics of his style are well established.
  His treatment of faces was described by the seventeenth-century chronicler Eskandar Beyg as surat-e farangi (literally: European-style face).
  The term refers to a more realistic portraiture that deviates from the idealized and stylized manner of traditional Persian painting.  The following account by Budāq-e Qazvini might be relevant:

[EX]

Mollā Shaykh Mohammad is from Sabzevār.  His father was Mollā Kamāl, pupil of Mowlānā `Abdol-Hayy; he wrote well in sols and naskh and Qorāns copied by him were being sold at three to four tumāns.  Together with his children he joined the services of [the Mughal emperor] Mirzā Homāyun.  His son, Mollā Shaykh Mohammad, was a pupil of Dust-e Divāné and matured there.  Later on, when he came to Khorāsān, Ebrāhim Mirzā, son of Bahrām Mirzā, tutored him.  Without exaggeration, he was an excellent painter, illuminator, and outliner (moharrer) and wrote well in nasta`liq.  [In painting] he rivaled Chinese painters, and for the likeness of his Chinese-style portraiture people exclaimed: "Well done!"

[GT]Shaykh-Mohammad's penchant for realistic portraiture was certainly acquired as a result of his passage to the Mughal court of India, where portraiture was influenced by European models. 

Cat. No. 91. 

[CPT]OZBAK WARLORD

[CPB]Attributed here to Shaykh-Mohammad

Khorāsān, ca. 1557

Ink and gold on paper

Page 16.8 x 28.1 cm, illustration 8.6 x 11.1 cm

[GT]While in the retinue of Ebrāhim Mirzā, Shaykh-Mohammad encountered Ozbak princes on several occasions. In one such meeting, a party of "ten to fifteen Changizid princes" led by the deposed Ozbak Khān Yunos, accompanied by his brother Pahlavān-Qoli Soltān, sought refuge with the Safavids; en route to the capital city of Qazvin they passed through Mashhad.
  The arrival of the party in 1557 coincides with the date of this drawing, which is stylistically close to another painting signed by Shaykh-Mohammad, Camel and Keeper, dated A.H. 964/1557 (Freer Gallery of Art, Washington, D.C., 37.21).


The face of the warlord is similar to Yoked Ozbak Prisoner, a drawing attributed to Shaykh-Mohammad (Bodleian Library, Oxford, Ms. Ouseley add. 173, fol. 1).
  Other characteristics of the painter are visible in the treatment of the round undulating wrinkles on the sleeves, loose strings hanging from the belt, and powerful calligraphic lines.  As in the Yoked Ozbak Prisoner, the warlord depicted here has Turco-Mongol features, and at his side rests the typical Ozbak headgear, a sharply pointed conical bonnet wrapped by a high turban.  Furthermore, the mace against which the warlord leans appears in numerous other independent portraits of Ozbak warriors and seldom appears in Qezelbāsh portraits.
 


A mirror-image drawing of this sheet (British Museum, London, no. 1920 9-17 0130) bears the inscription "portrait of Hulāgu Khān" on the margin, a spurious identification.
  In execution the British Museum drawing and cat. no. 91 are similarly refined, but they are distinguished by the fact that the Ozbak warlord holds the wine cup in his right hand in cat. no. 91 and in his left in the British Museum version.  Shaykh-Mohammad's drawings seem to have been duplicated on several occasions (sometimes by him).
  One wonders, in the case of the British Museum example, whether Shaykh-Mohammad was trying to prove his drawing abilities by creating a mirror-image duplicate. 

[PP]Provenance: Prince `Abdossamad Khān Momtāzossaltané
[SH2]Mohammadi

[GT]Mohammadi of Herāt (active circa 1560-91) was undoubtedly the most talented painter of the last quarter of the sixteenth century.  Despite an important body of work attributable to Mohammadi the historian Eskandar Beyg mentions his name only among a small group of secondary painters upon whom he did not wish to elaborate.
  In the group Eskandar Beyg enumerated such masters as Mir Zaynol-`Abedin (cat. no. 99), Sādeqi Beyg, Siyāvosh (cat. no. 102), Shaykh-Mohammad (cat. no. 91), and Rezā-e `Abbāsi (cat. nos. 139-145).  Eskandar Beyg's omission of Mohammadi is probably due to the fact that the artist apparently was not affiliated with the royal Safavid library.  During the 1588 Ozbak occupation he had remained in Herāt, where he continued his activity under the patronage of Amir Qol-Bābā Kukaltāsh (see cat. no. 83). 


Paintings by Mohammadi remain scarce, and his creativity in design and delicacy of execution has not been fully explored.  The four paintings in this collection (cat. nos. 83, 90b, 92, 93) lead one to understand his style as a continuation of the Mashhad school developed by Mirzā `Ali and Shaykh-Mohammad.
  In drawing, however, he established his own distinctive manner, best exemplified by A Soltān by a Stream (cat. no. 94).


Herāt artists had traditionally been affiliated with the Sufis and the Sufi orders, and Mohammadi was no exception.  His preoccupation with Sufism can be seen in a number of drawings representing dervishes and in paintings concerning aspects of devotional love, a theme central to Sufi philosophy (see cat. nos. 90b, 93).

Cat. No. 92. 

[CPT]SEATED PRINCESS

[CPB]Attributed here to Mohammadi

Probably Herāt, ca. 1565

Opaque watercolor and gold on paper

Page 33.2 x 23.2 cm, illustration 22.3 x 15.7 cm 

[GT]This seated princess was clearly inspired by a similar painting by Mirzā `Ali (Arthur M. Sackler Museum, Cambridge, 1958.60).
  The posture of the princess is almost the mirror image of the latter, but the coloration, decorative elements surrounding the princess, and her face are typical of Mohammadi.  In particular, the pale pistachio green used on the dress evokes the background color of the double-page frontispiece of a Divān of Helāli attributed here to Mohammadi (Topkapi Sarāy Library, Istanbul, R.1012),
 and the color of the tree leaves in Soltān by a Stream (cat. no. 94).  The cypress tree on the upper right is almost a Mohammadi trademark; it appears in most of his compositions, usually with a few birds penetrating the thick foliage.
 

[PP]Provenance: Razioddin (seal dated 1882); ex-M. R. Rezāi collection

Cat. No. 93. 

[CPT]THE LOVE OF MAJNUN

[CPB]Attributed here to Mohammadi

Probably Herāt, ca. 1575

From a Selselatozzahab of Jāmi

Opaque watercolor and gold on paper

Page 32.8 x 21 cm, text panel 22.2 x 12 cm 

[GT]The story illustrated was used by the poet Jāmi to characterize the utmost fulfillment of love.  Layla sought her lover Majnun in the wilderness.  To her astonishment, he did not recognize her when they met.  When she asked how could he forget her, Majnun replied, "Love has so filled my heart that there is no room left for the beloved."  


Jāmi's tale, told in just twenty-three couplets, relies on the well-known lengthier version by Nezāmi.  The same reliance on earlier models is exhibited by Mohammadi who, in the upper left, drew on past versions of Majnun in the wilderness, which he combined with an illustration of Layla's tribal dwelling.  The desert environment of the original story, supposedly set in Arabia, has been lost.  The story is instead now situated in the tumultuous mountainous environment so typical of the Mashhad style.


Mohammadi seemed to have had a genuine affection for pastoral life, as most of his known tinted drawings incorporate such scenes.  The same attraction is apparent in this painting, where he depicted flowers, trees, bushes, and animals in an almost naturalistic mode.  His distinctive blue and red flowers carpet the ground.  The shepherd with a flute in the lower left also appears to be a favorite subject, as he can be found in two other Mohammadi drawings:  a tinted drawing in the Louvre (Inv. 7111, signed and dated A.H. 986/1578),
 and another at the BibliothŠque Nationale, Paris (Suppl. Persan 1572).
  Other figures such as the women by the tents and the bearded man in the lower right reappear in the BibliothŠque Nationale drawing.  The arabesque pattern on the tent appears on the intercolumnar spaces of cat. nos. 83, 90b, and 92 and on the Chinese wares depicted in a tinted drawing by Mohammadi at the Museum of Fine Arts, Boston (14.649).

[PP]Provenance:  J. Soustiel 

Cat. No. 94. 

[CPT]SOLTĀN BY A STREAM
[CPB]Signed by Mohammadi

Probably Herāt, ca. 1580

Opaque watercolor and ink on paper, mounted on an album page

Illustration 21.5 x 12.6 cm

[GT]This fine tinted drawing by Mohammadi is in the style for which he is best known.  No other artist has left such a large group of tinted drawings, highly elaborate in design, distinctive in coloration, and remarkable in draftsmanship.  Most have an attribution to Mohammadi, but very few bear his signature.
  Here the signature reads:  "Drawn by [harraraho] Mohammadi the Painter," in which the word harraraho emphasizes drawing with a reed pen (as opposed to a soft brush), a particularly demanding technique.  The same elegant nasta'liq is seen on the 1578 tinted drawing in the Louvre (Inv. 7111).


Mohammadi had a remarkable ability to ground and balance his figures, as did Mirzā `Ali.  The bearded man with a gun, weight on his back foot and ready to climb another step, is perfectly balanced despite the fact that he leans back to talk to the man with the dog.  The farmer holding a shovel by the stream stands with his left foot on a rounded rock, keeping his balance by resting his other foot on the shovel.  


The water flows from the stream and appears to debouch into the right margin; it reenters the scene across the bottom.  This device creates the illusion of a larger space; Mohammadi also used it to encircle the soltān and bring him into prominence.


The composition depicts the soltān (evidenced by his golden crown and the parasol, an emblem of kingship) returning from a hunt.  The subject of this illustration remains unidentified, and unlike most other Persian paintings of the time, it might be an independent creation, a virtuoso exercise in refined drawing.  It is related to another Mohammadi drawing of a royal hunting party (fig. 37) in which the king and his retinue wear Qezelbāsh headgear.  

[PP]Published:  Sotheby's, Oct. 10, 1977, lot 124

[SH1]Shirāz Painting 

[GT]The province of Fārs, and its capital Shirāz, had been spared destruction during the major Turco-Mongol invasions of the thirteenth and fourteenth centuries and remained prosperous up to Safavid times.  Despite skirmishes among local dynasts, the economy had remained stable, and the trade routes leading to the Persian Gulf had brought added prosperity.  Shirāz had also become an important center of artistic activity, especially in the arts of the book.  In the fifteenth century, the library-ateliers of Teymurid princes such as Ebrāhim-Soltān, followed by those of Turkaman princes such as Soltān Khalil Āq-Qoyunlu (see cat. no. 48) had gathered many outstanding artists, establishing a tradition of patronage that would continue well into the next century.  In the early sixteenth century, the old capitals of Tabriz and Herāt remained the foremost centers of manuscript production.  By the middle of the century, the arts of the book had gained a certain momentum in Shirāz, and when Shāh Tahmāsb in 1556 adopted a conservative religious attitude, eschewing painting and releasing all the painters of the royal library-atelier, manuscript production scattered to provincial centers.  In quantity, the output of the Shirāz ateliers surpassed all others; at times, artists engaged in purely commercial production, without royal patronage, for sale to appreciative buyers.  An interesting observation is related by the chronicler Budāq-e Qazvini sometime prior to 1576:

[EX]

There are in Shirāz many writers of nasta`liq, all copying one another, making it impossible to distinguish among their work.  The women of Shirāz are scribes, and if illiterate, they copy as if they were drawing.  The author [of these lines] visited Shirāz and ascertained for himself that in every house in this city, the wife is a copyist (kāteb), the husband a miniaturist (mosavver), the daughter an illuminator (mozahheb) and the son a binder (mojalled).  Thus, any kind of book can be produced within one family.  Should anyone be desirous of procuring a thousand illuminated books, they could be produced in Shirāz within a year.  They all follow the same pattern, so that there is nothing to distinguish them by.

Cat. No. 95. 

[CPT]FUNERAL PROCESSION OF ALEXANDER THE GREAT

[CPB]Probably Shirāz, ca. 1560

From a Shāhnāmé of Ferdowsi 

Opaque watercolor, ink, and gold on paper

Album page 37.7 x 26.7 cm, painting 23.2 x 16.7 cm 

[GT]Although funeral processions are seldom illustrated in Persian art, one can assume that the scene to some degree reflects contemporary practices.
  A particularly interesting feature is Alexander's headgear, being carried ahead of his horse.  Except for the turban, which completely conceals the red baton, the headgear looks like a regular tāj-e Haydari.  It is not clear whether the dissembling of the Safavid baton is a sign of mourning or an indication of a contemporary concern that Alexander was not a Sh'ia and thus could not wear the baton.  

[PP]Published:  Sotheby's, April 26, 1990, lot 102

Cat. No. 96. 

[CPT]KAY-KHOSROW CONVERSES WITH GIV

[CPB]From a Shāhnāmé of Ferdowsi 

Shirāz style, third quarter 16th century

Opaque watercolor, ink, and gold on paper

Illustration 22.5 x 19 cm, text panel 25.3 x 13 cm 

[GT]This painting illustrates an episode of the Shāhnāmé in which the paladin Giv finds Kay-Khosrow by a stream.  Kay-Khosrow's father, Siyāvosh, had married the daughter of Afrāsiyāb, the king of Turān.  Thus Kay-Khosrow was a grandson to the kings of Turān and Iran.  Siyāvosh was slain by Afrāsiyāb's order, but his grandson was spared, even though it had been predicted that Kay-Khosrow would avenge his father's death and reunite the kingdoms of Turān and Iran.  After seven years of searching and wandering, Giv found the handsome Kay-Khosrow, the sole heir to the throne of Iran.  The artist portrayed Kay-Khosrow's mother, Farangis, in the scene, although she is not mentioned in this episode of the Shāhnāmé. 


This work was originally part of a group of five paintings in the Rothschild collection.
  The group displays many similarities with illustrations from a Shirāz-style Shāhnāmé manuscript formerly in the Kraus collection.
 The text size and the layout of the illustrated pages are similar, the coloration is the same, and the stylistic consistencies indicate they were all produced by the same artists.  Moreover, the ex-Kraus manuscript lacks at least four pages that seem to correspond in sequence to the Rothschild pages.
 


The Shirāz style became repetitive and uninteresting in the last quarter of the sixteenth century, but at this stage the artists still had in mind the standards of quality set by Shāh Tahmāsb's library-atelier, and they were capable of producing remarkable works such as this one.  An unusual feature of the painting is the use of a reduced palette applied in broad areas. 

[PP]Provenance:  Rothschild collection

Published:  Robinson (Colnaghi), no. 34ii

Cat. No. 97.

[CPT]SHIRIN VISITS FARHAD

[CPB]From a Khamsé of Nezāmi
 

Probably Shirāz, mid-16th century

Opaque watercolor, ink, and gold on paper

Illustration 20 x 16 cm 

[GT]Influenced by the artists who had produced the style and vivacity of the great Shāh Tahmāsb Shāhnāmé, regional painting schools developed their own versions of the "royal" style.  Particularly successful was the Shirāz school in the second quarter of the sixteenth century; this painting is an example of the style.  Although the painting has been damaged by humidity, the elaborate composition and its precise execution are still apparent.  But the most interesting aspect of the painting is the secondary action among the animals dispersed throughout the scene and the grotesque figures concealed in the rock formations.  Humorous interactions among humans, animals, and grotesques abound, two goats copulate, and a sheep licks the eye of a grotesque.  A waterfall descends from the mouth of a grotesque, and another, on whom Shirin's page climbs, looks most displeased. 

[PP]Provenance:  Kevorkian collection; Hosayn Afshār collection

Published:  Sotheby's, April 22, 1979, lot 60 

Cat. No. 98a-e. 

[CPT]SHĀHNĀMÉ OF FERDOWSI 
[CPB]Probably Shirāz, ca. 1560

710 folios
 with 53 illustrations

Nasta`liq in 4 columns, 21 lines per page

Opaque watercolor, ink, and gold on paper 

Gilt-stamped black morocco binding

Page 34.5 x 22 cm, text panel 25 x 13 cm 

[GT]The fifty-three illustrations in this grand Shāhnāmé are the work of three artists who have been called painters A, B, and C.
  Their hands can be seen in a number of Shirāz manuscripts of the same period, the most important of which are perhaps a 1548 Khamsé of Nezāmi (Freer Gallery of Art, Washington, D.C., 08.199, painters A and B);
 a 1560 Shāhnāmé (India Office Library, Ethé 863, painter A);
 a Majālesol-`oshshāq (Gatherings of the lovers) dated 1552 (Bodleian Library, Oxford, Ethé 1271, painters A and B);
 and a manuscript of Jāmi (India Office Library, Ethé 1344, painter C).
 


In its coloration and precision the manuscript is an outstanding example of Shirāz painting in the sixteenth century.  The illuminated double-page frontispiece is particularly striking in its lavish use of gold and its richly detailed composition.  Paintings such as cat. no. 98c illustrate that painters of the royal atelier who dispersed to provincial centers took with them the compositional conventions of the Shāh Tahmāsb Shāhnāmé. 

[PP]Published:  Sotheby's, Dec. 9, 1975, lot 352

[SAT] Binding  [SOL](interior)

[SAT] Illuminated frontispiece  [SOL](fol. 2a) 

[SAT]98a. Double-page painting  [SOL](painter A, fols. 13b, 14a)

[SAT]98b. Kāvé the Blacksmith Raises His Apron as a Standard  [SOL](painter A, fol. 24b)

[SAT]98c. Murder of Iraj by His Brothers  [SOL](painter A, fol. 28a)

[SAT]98d. Esfandiyār and the Dragon  [SOL](painter B, fol. 374b)

[SAT]98e. Bahrām-e Gur Seated on the Throne  [SOL](painter C, fol. 502a)

[SH1]Qazvin Painting 

[GT]When Shāh Tahmāsb died in 1576 at the age of sixty-three, his influential daughter Pari Khān Khānom engineered the rise of his long-imprisoned brother Esmā`il II (r. 1576-77) to the throne at the expense of the heir-designate, Haydar Mirzā (see cat. no. 90).


Much like his forefathers, Esmā`il II on ascending the throne reactivated the royal library-atelier, but his interest in its activities might not have been profound.  The contemporary chronicler Budāq-e Qazvini relates that after the death of the Ottoman Salim II (d. 1574), Esmā`il, seeking to uphold the treaty of Āmāsiyé, took the precaution, as his father once had (see cat. nos. 61-64), of sending the Ottoman successor a caravan of precious gifts, including "a tent worth 250 tumāns, and fifty illustrated manuscripts copied by unrivaled master-calligraphers, not one of which could be found in the Ottoman Soltān's library.  Even though Ebrāhim Mirzā impertinently repeated that such manuscripts were irreplaceable and [the Ottomans] could not appreciate their value or their beauty, and that other items should be sent instead, [the shāh] replied, `I need peace and security, not books and manuscripts that I never read nor see.'"
 

[SH2]The Shāhnāmé of Shāh Esmā`il II

[GT]Whatever interest Esmā`il II had in manuscripts, the production of a Shāhnāmé was de rigueur, a necessary manifestation of kingship.  Pages from a dispersed grand Shāhnāmé bearing marginal attributions to the artists of the library-atelier of Shāh Esmā`il II have generally been recognized as belonging to the Shāhnāmé copied for him.  This is further confirmed by the unfinished status of some pages, such as cat. no. 100, perhaps a result of lost patronage brought about by Esmā`il's sudden death.


The manuscript was first exhibited in 1912 at the Musée des Arts Décoratifs in Paris.
  Like many others, the manuscript was subsequently broken up by the Parisian dealer Demotte and sold as individual pages.  The following two pages belonged to that manuscript.

Cat. No. 99. 

[CPT]ZAHHĀK ENTHRONED
[CPB]Attributed to Mir Zaynol-`Ābedin
Qazvin, 1576-77 

From the Shāhnāmé of Shāh Esmā`il II

Opaque watercolor and ink on paper

Page 46 x 31.8 cm, illustration 28 x 23 cm

[GT]The tyrant Zahhāk seated on a sumptuous throne is depicted without his usual attributes, two snakes on his shoulder.  An inscription in nasta`liq (in the upper right) attributes the painting to Mir Zaynol-`Ābedin, the grandson of Soltān-Mohammad the painter; the spelling of the painter's name is wrong, however, and the inscription was most likely transcribed by a semiliterate copyist.  Mir Zaynol-`Ābedin was both a painter and an illuminator.  The illuminated heading of the circa 1590 Shāhnāmé copied for Shāh `Abbās is signed by him (Chester Beatty Library, Dublin, no. 277).

[PP]Provenance:  Rothschild collection

Published:  Robinson (Colnaghi), no. 19iv

Cat. No. 100. 

[CPT]ALEXANDER BUILDING THE WALL

[CPB]Attributed to `Ali-Asghar

Qazvin, 1576-77 

From the Shāhnāmé of Shāh Esmā`il II

Opaque watercolor and ink on paper

Page 45.5 x 31.7 cm, illustration 40 x 31 cm

[GT]Alexander, the fourth-century B.C. Greek conqueror of Iran, eventually came to be viewed in Persian legend as a hero.  Among the feats attributed to him in the Shāhnāmé is the building of a wall to protect against Gog and Magog, legendary enemies of the kingdom of God in the Old Testament.  Such a wall actually existed; baked bricks stretching across a hundred miles, presently called the Qezel Ālār, have been excavated by Soviet archaeologists in Central Asia.
  Much like the Great Wall of China, it was to protect against incursions from the north and ran from the Caspian Sea to the mountains in the northeast.  By one account the wall was erected by the Sāsānian king Peroz (459-84) against the Hephtalites, although at times it has been referred to either as the wall of Anushiravān or the wall of Alexander.
 


Despite its bold design, the most noteworthy feature of this painting is a margin inscription on the right that attributes the work to the painter `Ali-Asghar, father of the celebrated Rezā-e Abbāsi.  This work has constituted the basis for attribution of a group of additional paintings to `Ali-Asghar.
 


The margin inscription, an awkward scrawl, can be read as "`Ali-Asghar" only if a misspelling is allowed:  "Asghar" is written with the letter "sin" instead of the correct "sād."  In Persian both are pronounced as the English "s," and the inscription must have been written by a semiliterate person who wrote the word as it sounded, with "sin."  The writer seems to have been quite discerning, since he applied his painting attributions consistently and accurately on other pages of the manuscript.
  Semiliteracy and a knowledge of painting are two characteristics that point to the painter Mo`in, whose scribbles have all the peculiarities of this inscription (see discussion, chap. 8, on Mo`in's inscription). 


The paintings attributed to `Ali-Asghar include a double page from a Shāh-o gadā (The King and the pauper) of the poet Helāli (fig. 38).  It is characterized by a quick, elegant brushstroke resulting in light and airy figures that seem to defy gravity; when they walk or run, they essentially float.  `Ali-Asghar's fluid stroke was an influential element in the development of the similarly light calligraphic style of his son Rezā.  The appearance in the Shāh-o gadā illustration of a man leaning on a staff with one heel raised, an archetypal figure in Rezā's paintings, further strengthens the link to `Ali-Asghar.


A most interesting manuscript to consider in this context is the Qesasol-anbiyā (Story of the prophets; BibliothŠque Nationale, Paris, Suppl. Persan 1313), to which both father and son contributed.  One illustration (fol. 79v) bears Rezā's signature and is stylistically close to another early signed painting by Rezā, Woman with a Fan (Freer Gallery of Art, Washington, D.C., 32.9).
  Most of the other illustrations are attributable to the father, as they are all drawn with his quick brushstroke and contain similar faces. 


A double-page painting from a Teymurnāmé manuscript (Topkapi Sarāy Library, Istanbul, R.1520, fols. 1b, 2a) also bears an attribution to `Ali-Asghar.
  It reads "Savvaraho Mollā `Ali-Asghar" (My lord `Ali-Asghar has drawn it), clearly an attribution and not a signature, as the painter would not address himself as "my lord."  The illustration's refined painting is not typical of `Ali-Asghar's brushstroke.  Judging by the style and the treatment of the clothing, the painting dates to the 1560s, a time when `Ali-Asghar was employed at the library-atelier of Ebrāhim Mirzā in Mashhad, which was dominated by the meticulous painting mode of Mirzā `Ali and Shaykh-Mohammad.  To accept the attribution to `Ali-Asghar, one must conclude that he succumbed to the prevailing style.  When he later joined the atelier of Esmā`il II, he painted the double-page frontispiece for the Shāhnāmé, a position reserved for the lead painter.  He must then have felt free to give in to his usual style of rapid brushstrokes and glossed-over details.


`Ali-Asghar's reputation appears to have remained in high regard, as his style was followed in the magnificent Shāhnāmé of Shāh `Abbās, circa 1590 (Chester Beatty Library, Dublin, no. 277).

[PP]Published:  B. W. Robinson, "Isma'il II's Copy of the Shahnama," Iran 14 (1976), pp. 1-8; B. W. Robinson, "Ali Asghar, Court Painter," Iran 26 (1988), pp. 125-28

Cat. No. 101. 

[CPT]SEATED ANGEL

[CPB]Iran, fourth quarter 16th century

Opaque watercolor and gold on paper

Illustration 13.8 x 11 cm

[GT]Preserved in superb condition, this painting glitters like a jewel, its excellent draftsmanship complemented by highly burnished paint.  The same composition probably served as a model for many similar Ottoman drawings and paintings; thus in recent publications, this work has been labeled as Ottoman.
  But the clothing of the angel is typically Persian, especially the patterned trousers partially visible above the ankle,
 and in taste and flavor the painting style is Persian. 


As found in many other paintings, the forged signature of Behzād is a later addition. 

[PP]Provenance:  Vera Amherst Hale Pratt collection 

Published:  Christie's, April 19, 1979, lot 44

Cat. No. 102. 

[CPT]MAN ATTACKED BY A DRAGON

[CPB]Possibly by Siyāvosh

Perhaps Qazvin, fourth quarter 16th century

Ink on paper

Page 36 x 23.5 cm, drawing 13.5 x 11.5 cm

[GT]The dotted landscape lines and the horse in this drawing are seen in a number of drawings signed by the painter Siyāvosh.  Originally a Georgian slave, Siyāvosh was raised in Shāh Tahmāsb's household and was reputed to have been taught drawing by no less a master than the shāh himself.
 

Cat. No. 103. 

[CPT]CHINESE LOHAN

[CPB]Perhaps Qazvin, fourth quarter 16th century

Opaque watercolor and gold on paper

Page 34.8 x 24 cm, painting 17 x 9.7 cm 

[GT]Chinese lohans are Buddhist saints originally derived from arhats, the enlightened disciples of Buddha.  Venerated as divinities in China, they are represented in Chinese painting with a consistent iconography:  "clean-shaved head or white hair, prominent eyes and nose, thick eyebrows, high cheekbones, unproportionally large hands and feet, large belly, long-lobed ears (which are a badge of honor), at times with conspicuous earrings."
 


In the Persian context, the lohan carrying an alms bowl was perceived as an ascetic similar to the Persian dervish.  Therefore the painter, copying a Chinese model, has made adjustments according to his own understanding and taste.  To emphasize the Chinese character of the "dervish," he has depicted him with a robe of Chinese silk, embroidered with typical east Asian motifs.  Inconsistent as it may be for an ascetic dervish to wear such a richly ornamented Chinese garment, this was an established artistic convention that the painter knew would convey the idea "Chinese."  Similarly, the alms bowl had to be Chinese, in this case a blue and white porcelain vessel.


Another copy of this lohan (a non-sinicized version) is preserved at the British Museum.
  Both versions must have been copied from a Chinese original, similar to the many preserved in the Topkapi Sarāy Museum albums (e.g., H.2154, fols. 55a, 74b).

[PP]Provenance:  Binney collection

Published:  Robinson (Colnaghi), no. 50

chap7.txt

 [CN]7

[CT]Rezā-e `Abbāsi and Esfahān Painting 

[GT]An unremarkable manuscript painting with an abraded face and no signature was sold in London in 1978.
  A few months later the painting--somewhat altered--resurfaced at an auction in Tehrān.  As well as a newly repainted face, the work now bore a signature:  Rezā-e `Abbāsi.  Thus emerged a "lost work" of Rezā.  


Starting in the painter's own lifetime, forgers have time and again added spurious Rezā signatures to illustrations and drawings.  False signatures are hardly unknown in manuscript painting, but Rezā has the singular distinction of being the Persian painter with the highest number of works bearing his signature, both original and false. 


Because Rezā-e Abbāsi developed a new manner in Persian drawing and painting, he attracted numerous disciples who both followed and continued his style.
  In the Persian tradition, pupils repeatedly copied and practiced earlier models, eventually developing their own distinctive characteristics as artists.  As a result, an important body of practice sheets as well as copies were produced among the followers of Rezā, providing later forgers with ample material to which they could add signatures.
  


Two groups of paintings further illustrate the copying practices of Rezā's pupils.  The first group comprises three illustrations portraying the court physician Hakim Shefā'i.  One, a painting signed by Rezā's most famous pupil, Mo`in-e Mosavver, contains much information written in Mo`in's unmistakable handwriting (fig. 39).  Mo`in gives the date of completion as A.H. 1085/1674 and states that Rezā-e Mosavver-e [the painter] `Abbāsi had painted his version of the work in A.H. 1044/1634.
  The original might well be the powerful portrait preserved at the British Museum bearing the signature Rezā-e Mosavver (fig. 40).  A third portrait of the physician is contained in an album at the BibliothŠque Nationale, Paris (fig. 41).  It is a weaker copy and clearly not the work of the master, but at some point a forger decided to enhance the album by adding signatures of Rezā-e `Abbāsi which were subsequently half-erased.
  


Related works in a second group depict a young dervish with a staff.  One is signed by Rezā (fig. 43) and the others by his pupils:  one by Mohammad-Yusof (fig. 44) and two by Afzal (fig. 42, cat. no. 118).  The pupils' copies are of good quality, but they lack the energy and the dynamism of Rezā's work.  An important aspect of his paintings is the harmony created by parallel and reciprocal forms and volumes, seen here in the contour lines of the dervish's body and the decorative vegetation and cloud bands around it.  A wind seems to blow through the scene, sweeping the branches along and billowing the dervish's robe.  Rezā clearly was sensitive to the dynamics of motion, a quality his pupils lacked.  Their background vegetation for the most part was drawn with indifference, primarily to fill empty space.  


The whirlwind blowing across Rezā's painting pushes the young dervish slightly forward and off balance.  Rezā provided a counterbalance by making the dervish lean on his right foot, which points inward and implicitly invokes a counterclockwise rotation (see also the demon's leg in cat. no. 110h).  The flowing lines and the body's twist induce a dynamism that is again not encountered even in the copies painted by Rezā's more talented followers.  


Nevertheless, all the above-mentioned paintings are of excellent quality, and had they been devoid of signatures, they would have surely ended with a "Rezā-e `Abbāsi" signature added to them.  Up to Rezā's time, master painters rarely signed their works, but Rezā-e `Abbāsi signed practically all his drawings and manuscript illustrations,
 and forgers added a good number.  In the case of the illustration auctioned in London in 1978, the signature was masterfully executed, although it was slightly out of proportion and larger than Rezā's, perhaps because the forger copied from a publication that did not give a sense of dimension.  


In time Rezā changed both the style and content of his signature.  Along with his name Rezā, he used various epithets, including Āqā (mister), Mosavver (painter), and `Abbāsi (affiliated with the court of Shāh `Abbās).  To complicate the matter further, several artists with similar names were his contemporaries, or lived close to his period of activity:  the calligrapher `Ali-Rezā-e `Abbāsi (see cat. no. 112), the painter Āqā Rezā Jahāngiri (see cat. nos. 215k, 215u), and a later painter who used the signature Rezā-e Mosavver.
  The styles of the last two are well established and distinct from that of Rezā-e `Abbāsi, and `Ali-Rezā-e `Abbāsi was only a calligrapher.  The authenticity of the few drawings bearing his "signature" is dubious.
  As early as the 1920s, when Persian painting became fashionable in Paris and French collectors battled for Rezā's works, a controversy arose whether "Āqā Rezā" and "Rezā-e `Abbāsi" were signatures of the same artist.  A comprehensive work devoted to establishing the evolution of Rezā's style has justified the mutation in his signature from Āqā Rezā to Rezā-e `Abbāsi,
 but even so, the confusion seems to persist.  Authors are still hesitant to identify Āqā Rezā as Rezā-e `Abbāsi and vice versa.
  


The chronicler Qāzi Ahmad wrote his treatise "On Calligraphers and Painters" in 1596, and his entry on Rezā reads: 

[EX]

The painter of beauty Āqā Rezā is the son of my lord (mowlānā) `Ali-Asghar; . . . In this age he has no rival; master painters, skillful artists who live in our time regard him as most accomplished.  He has snatched the ball of precedence from his forerunners and has yet days for perfecting himself; one must hope that he will prosper.  He has been appointed to the court of Shāh `Abbās [r. 1588-1629].

[GT]
In a revised version produced about 1606,
 Qāzi Ahmad expressed concern about the artist's behavior:  "The company of hapless people and libertines is spoiling his disposition.  He is addicted to watching wrestling and to acquiring competence and instruction in this profession."
  Qāzi Ahmad most likely felt a special bond with Rezā and his family; Rezā's father, `Ali-Asghar, lodged with Qāzi Ahmad's family in Mashhad for ten years, and Qāzi Ahmad studied painting under him.
  


Some years later, around 1616, the official historian to the court of Shāh `Abbās, Eskandar Beyg-e Monshi, praised Āqā Rezā, son of `Ali-Asghar of Kāshān, as had Qāzi Ahmad, and mentioned that Rezā's love for wrestling and the wrestler's milieu (bā ān tabaqé) had alienated him from the company of artists.  Then he added: 

[EX]

Nowadays he has set aside those frivolous activities but engages in very little work.  Like Sādeqi Beyg, he is quick tempered and unsociable; by nature he is truly proud and detached from worldly goods.  In the services of his majesty, the Shadow of God on Earth, he has been the recipient of favors and kindnesses but on account of his uncouth ways, he has not prospered and remains penniless and distraught.

[GT]
The crucial point to be deduced from the two accounts is that the only painter named Rezā who is mentioned as joining the services of Shāh `Abbās is Āqā Rezā, son of `Ali-Asghar.  Had there been a second artist named Rezā-e `Abbāsi affiliated with the court of Shāh `Abbās, surely one of the two chroniclers would have stated his name, since the works signed Rezā-e `Abbāsi are in number and quality no fewer than those signed Āqā Rezā.  


The inclusion of Āqā (master, mister) in these signatures refers to a respectful form of address associated with the eighth imam, Rezā, in much the same way that the epithet Soltān is used in the name Soltān-Mohammad.
  This notion is further supported by Qāzi Ahmad's naming of Rezā as Āqā Rezā, and by a partial text of a royal farmān (decree) addressing Rezā as "the court painter (mosavver-e khāssé) Āqā Rezā," treating Āqā as an integral part of his name.
  `Ali-Asghar had lived for ten years in Mashhad, a city dominated by the memory of the imam Rezā, who is buried there.  `Ali-Asghar might have been influenced by his stay in Mashhad in the naming of his son.  


Qāzi Ahmad suggested in his first edition that Rezā had joined the royal library-atelier close to the time the entry was written, sometime prior to 1596.  Shortly thereafter Rezā would use the epithet `Abbāsi as a sign of affiliation to the court of Shāh `Abbās.  The epithet Āqā had to be dropped to avoid disrespect for the imam's name.  

[SH1]Mo`in's Notations on Rezā's Portraits

[GT]Notations by Rezā's pupil Mo`in-e Mosavver further confirm the hypothesis that Rezā changed the content of his signature after joining the atelier of Shāh `Abbās.  Mo`in greatly admired his mentor, copying many of his works and referring to him, as in fig. 39, as master Rezā-e Mosavver-e `Abbāsi (Rezā the painter affiliated to the court of `Abbās).  Two other works by Mo`in, presumably portraits of Rezā-e `Abbāsi, are of great interest because of their extensive inscriptions.  The first portrait (fig. 45) bears the following inscription:

[EX]

The likeness of my deceased master Rezā-e Mosavver-e `Abbāsi--who rests forgiven in paradise--also known as Rezā [son of] `Ali-Asghar, was painted in the month of Shavvāl of the year 1044 [March-April 1635].  And in the month of Zolqa`dé of the same year, he left the world of the mortals for the world of the eternal ones.  And this likeness was completed after forty years on the fourteenth of the month of Ramazān of the year 1084 [December 26, 1673] by the request of my son Mohammad Nasirā.  Mo`in the Painter (Mosavver), may God forgive his sins.

[GT]
The second portrait (ex-Parish-Watson collection) also has an inscription (fig. 46):  "The likeness of my God-forgiven deceased master Rezā-e Mosavver-e `Abbāsi--who rests in paradise, God bless him--was copied [from an original drawn]
 in the year 104[?], and was completed in the month of Safar of the year 1087 in memory [of my master] for insertion in an album."


The first drawing has usually been considered authentic, while doubts have been expressed about the authenticity of the second.
  But by considering the inscriptions, one can safely attribute both to Mo`in.  Mo`in's handwriting is unmistakable--unruly, uneducated, and idiosyncratic.  It is so awkward that even accomplished forgers might not be able to re-create his style.  Both inscriptions display characteristics that are more than similarities in calligraphic style.
  Although Mo`in had the peculiar habit of scribbling extensively on his drawings, he was no literary stylist, and his spelling was shaky.  He used fashionable idioms out of context, and both writings in this case have misspelled words.
  


Mo`in's lack of literary skill is particularly relevant in conjunction with the writing of the two words following "known as Rezā [son of]," which are deciphered here as "`Ali-Asghar."
  The first word could be read as "`Abbāsi" rather than "`Ali," but comparison of the ligature of the letters "l-i" used by Mo`in on a drawing dated A.H. 1082/1672 (Museum of Fine Arts, Boston, 14.634) suggests that the reading `Ali is justified.
  The second word, "Asghar," is misspelled; it should use "sād" rather than "sin" (both sounding as an "s" in Persian).
  Based on the similarity in calligraphic style and misspellings, an attribution on the margins of a page of the Shāhnāmé (Book of kings) for Shāh Esmā`il II (cat. no. 100) has been given to Mo`in; in this attribution, the name of Rezā's father, `Ali-Asghar, is again misspelled with a "sin."  Taken together, Mo`in's inscriptions confirm that Rezā-e `Abbāsi and Āqā Rezā son of `Ali-Asghar are two appellations for the same person.


Figure 45 is in the style of the first half of the seventeenth century in Esfahān, while the manner of fig. 46 corresponds to that of the second half, with a slightly more naturalistic mode, some modeling on the face, and a fancy turban end.  Mo`in's inscriptions support this stylistic development. 

[SH1]Rezā's Style

[GT]At this time only four manuscripts containing paintings by Rezā can be recognized:
  the Qesasol-anbiyā (Story of the prophets) at the BibliothŠque Nationale, Paris (Suppl. Persan 1313, see cat. no. 100); the great Shāh `Abbās Shāhnāmé;
 and, in this collection, a dispersed copy of the Makhzanol-asrār (Treasury of mysteries; cat. no. 110) and a Golestān (cat. no. 111).  Given the considerable resources required for manuscript production, these paintings were most likely commissioned.
  Other direct commissions, known by inscriptions bearing the patrons' names, include a Seated Youth (F. Farmanfarmaian collection) and a painting originally drawn by Mohammadi and completed by Rezā (British Museum, 1920-9-17-0295).


The rest of Rezā's works seem to have been painted primarily by his own initiative, and the chosen subjects, mostly single portraits of dervishes and drunken youths, would seem to be of more interest to him than to a princely patron.  Free of the constraints imposed by patronage, Rezā brought a bold energy to his drawing, creating a new exuberant style that was continued by his numerous followers.


Rezā's innovations are best understood in regard to his calligraphic drawings, which parallel the manner of nasta`liq script:  in both cases a reed pen is used, whereby continuously changing pressure brings varying thickness to a line.  The rigid pen in Rezā's hand created light and airy lines but heavy and perfectly controlled contours, combining to produce dynamic, elegant drawings.

Cat. No. 104. 

SEATED YOUTH

Drawing signed by Rezā-e `Abbāsi, Esfahān, ca. 1600

Calligraphy signed by Mir `Ali, probably Herāt, ca. 1500-20

Opaque watercolor and ink on paper

Page 33.5 x 23 cm, drawing 13.5 x 6.5 cm

[GT]The drawing, one of Rezā's most poetical creations, presents a drunken youth with a languorous expression, a favorite subject of Persian poetry.  Every detail, from the two flower stems in the youth's collar down to the spiraling cord hanging from his dagger, reinforces the carefree attitude of youth.  Compared to Young Dervish (cat. no. 105), the style is more mature and the lines are perfectly controlled.  The hands holding the carafe and cup are more confidently drawn, and the artist's sense of anatomy has much improved. 


The drawing bears this signature:  "Āqā Rezā [has drawn it] by way of practice (mashshaqaho)."  The two calligraphy pieces on the sides of the drawing end with the signature of the scribe in the lower left triangles:  "`Ali, the poor, may [God] forgive him," on the right; "The poor sinner, `Ali the scribe, [has written it] by way of practice," on the left.


The drawing is part of an album page that unites Rezā's work with that of the master calligrapher Mir `Ali (for a full reproduction, see p. 000).  The page represents the assimilation and evolution of foreign artistic expression into wholly Persian modes.  Nasta`liq, the script employed here, evolved from the Arabic scripts of early Islam, and the fluid, romantic painting style developed from the painting tradition first established in the Persian lands after the Mongol invasions. 

[PP]Provenance:  Baron Maurice de Rothschild collection

Published:  Robinson (Colnaghi), no. 40 

Cat. No. 105. 

YOUNG DERVISH

Signed by Rezā-e `Abbāsi

Esfahān, ca. 1590-95

Illuminated border, Tabriz, ca. 1525-30

Ink and gold on paper, mounted on an album page

Page 30 x 18.5 cm, drawing 14 x 7.5 cm

[GT]This drawing of a young bare-headed dervish is probably an early work of Rezā contemporary with Qāzi Ahmad's 1596 account of him, in which the chronicler considers Rezā an accomplished painter but with "yet days for perfecting himself."  This drawing, although a fine example of Rezā's skillful draftsmanship, lacks the maturity he later achieved.  The open, wavy treatment of the sheepskin on the dervish's shoulder and the sash tied around his waist is admirable, but the drawing of the hands, one holding flowers and the other a pot, displays a weakness in anatomical rendering.  With swift pen strokes and varying thickness of line in the contours of the footwear and in the sleeves and the bag hanging from the waist, Rezā created an illusion of depth and volume.  The dervish bends forward in a posture bordering on imbalance, a favorite device of the artist.


The drawing is still very much influenced by those of Rezā's father, `Ali-Asghar.  The drawing and the foreground treatment are very close to the signed Rezā painting in the BibliothŠque Nationale Qesasol-anbiyā (Suppl. Persan 1313).
  Both works display characters depicted in a forward-pitching stance.  The signature reads:  "Rezā [has drawn it] by way of practice."


The beautifully illuminated border in which the drawing has been inserted, possibly the work of Soltān-Mohammad, comes from an unidentified dispersed manuscript.
  

[PP]Provenance:  Charles Vignier collection; Baron Maurice de Rothschild collection 

Published:  F. R. Martin, The Miniature Painting and Painters of Persia and India and Turkey from the 8th to the 18th Century (reprint; London: Holland Press, 1968), pl. 166; Robinson (Colnaghi), p. 138

Cat. No. 106. 

OLD MAN WITH A GOURD

Attributed here to Rezā-e `Abbāsi

Probably Esfahān, ca. 1610-15

Ink on paper

Page 25 x 16 cm, drawing 12.5 x 5.4 cm

[GT]The attribution of this portrait to Rezā rests on the dexterity displayed in the pen strokes (especially on the turban ends), the controlled thickness of contour lines, and finally on the remarkable ease in the drawing of the hands holding the gourd.  Most interesting is Rezā's ability to portray the character of the rend found in Persian poetry--a wry old man dressed as a cleric, but with a twinkle in his eyes and a mocking smile tucked under his moustache.  The supposedly religious shaykh runs away with a gourd of wine and glances mockingly toward the sky, as if to say that he prefers the immediate pleasure of earthly wine to the enchantment of heavenly promise.


The quick sketch is not quite resolved, as is evidenced by the redrawing of the back foot; this may be one reason Rezā did not sign the work.  The drawing might date from the days when Rezā was frequenting "the hapless people" and the wrestlers, a milieu in which the hypocritical old shaykh was not held in high esteem.  

[PP]Published:  Sotheby's, April 21, 1980, lot 82

Cat. No. 107. 

BAREFOOT YOUTH

Signed by Rezā-e `Abbāsi

Probably Esfahān, ca. 1600

Opaque watercolor on paper, mounted on an album page

Page 30 x 18 cm, drawing 14 x 7.5 cm

[GT]This exquisite work represents the height of Rezā's new painting style in which he depicted the idealized drunken youth of Persian poetry.  The young man's charming appearance is accentuated by the fluffy drawing of his hair, the airy, folding tail of the turban, and the sparse branches drawn with a few pen strokes of gold ink, echoing the contour of the head and turban.  The same lavender accent appears in the turban, flowers, undershirt, back cushion, and leggings.  The beautifully structured composition is impeccably executed, especially in details such as the elegantly stylized and anatomically correct hands and feet.  The signature reads:  "[It is a drawing] by way of practice at the hand of the least [of the painters], Rezā."

[PP]Provenance:  Demotte; Henri Vever collection; Baron Maurice de Rothschild collection

Published:  Robinson (Colnaghi), no. 41

Cat. No. 108. 

SEATED DERVISH 

Signed by Rezā-e `Abbāsi

Probably Esfahān, dated A.H. 1035/1626

Ink on paper

Page 36 x 23.5, drawing 13.5 x 7 cm

[GT]Dervishes seem to have been one of Rezā's favorite drawing subjects.  The figure of this dervish in particular recurs in a number of his paintings, including the colophon of the 1614 Makhzanol-asrār (cat. no. 110i).  An inscription on another portrait of the same dervish, now in the H. Khosrovani collection in Geneva, names him as the "dervish Ghiyās of Semnān [Ghiyās-e Semnāni]."  He perhaps was Rezā's mentor and Sufi guide.  


In the manner of the dervishes, Rezā began his inscription with "hova" (he), and on the next line continues:  "Finished on Friday, the twenty-first of Jomādā II, on the eve of Nowruz of the year 1035.  Work of the humble Rezā-e `Abbāsi."  The date corresponds to March 20, 1626, which is correctly stated as the eve of the Persian New Year, celebrated on the first day of spring.


After a period of inactivity that began sometime during the first quarter of the seventeenth century, Rezā apparently resumed work in 1625-26; a number of his works date to this period.
  Rezā seems to have gained in patience and maturity.  Details such as the beard are more elaborate; dashing contour lines display his perfect control of the pen; and the composition is thoughtfully arranged.

[PP]Provenance:  Binney collection

Published:  Robinson (Colnaghi), no. 44

Cat. No. 109. 

WOMAN WITH A VEIL

Attributed here to Rezā-e `Abbāsi

Esfahān, ca. 1590-95

Opaque watercolor and gold on paper, mounted on an album page

Page 34.2 x 21.5 cm, illustration 16.5 x 8 cm

[GT]Unsigned paintings by Rezā are so rare that the lack of signature usually precludes attribution to him.
  Close examination of this painting proves otherwise.  Its most striking feature is the woman's stance, which bows at the middle.  This swayed posture is a characteristic Rezā exaggerated in early works (see cat. no. 105) and then later attenuated.
  The angle of the lower body is so great that the artist counterbalanced it by curving the torso and head in the opposite direction.  The face, especially the eyes and mouth, is very similar to the young dervish of cat. no. 105 and to the faces in cat. nos. 104 and 107.  Similar, too, are the cloud bands and the branches that parallel the curve of the body.  The airy and light drawing of the sash end, the folds of the sleeves, and the leggings is typical of Rezā, as is his naturalistic depiction of the fabric of garments and the woman's veil.  Finally, the woman holds a branch with three small white flowers, a recurring motif in Rezā's works of this period.  Stylistically the painting is one of Rezā's earliest, perhaps even earlier than the Young Dervish.

[PP]Published:  Christie's, May 5, 1977, lot 42

[SH1]Rezā and the Mir

[SH2]A Case of Sufi Affinity

[GT]The free-spirited Rezā rarely worked for projects of the royal library-atelier or in association with other artists.  Besides his early work in the Qesasol-anbiyā manuscript (BibliothŠque Nationale, Paris, Suppl. Persan 1313), illustration in his early career was limited to the sumptuous Shāhnāmé for Shāh `Abbās (circa 1590-95, Chester Beatty Library, Dublin, no. 277), for which he created four brilliant compositions.
  His fame and reputation at the time were considerable, to the extent that Qāzi Ahmad wrote:  "In this age he has no rival."
  Thereafter Rezā's activities in manuscript illustration seem to have been limited to two works (cat. nos. 110, 111), both copied by the calligrapher Mir `Emād, or "the Mir," as he is generally known.  The association of these two celebrated artists was supported by an affinity that can be better understood by considering Rezā's character and the communities he frequented.


Eskandar Beyg described Rezā as an independent-minded artist, reluctant to work despite his constant financial difficulty, hinting at a certain detachment, shared by dervishes, from worldly goods.
  This kinship is further prompted by the considerable number of dervish portraits by Rezā, which suggest he sympathized with their way of life.
  Sufi ideals had penetrated many strata of Persian society, and the relationship between master and pupil in the traditional environment of craftsmen guilds as well as fraternal organizations was similar to that between a Sufi master and his disciple.
  The pupil not only emulated his master in his craft but followed his example in life.  An accomplished master was expected to achieve certain spiritual and moral attributes.  A Safavid cooking manual, written in the early seventeenth century by Nurollāh, Shāh `Abbās's chief cook, concerns the qualities of a master in the art of cooking, but its use of the term "master" in the heading and the subsequent text reflects the traits expected from a master in arts and crafts in general:

[EX]

In Describing a Master (ostād) and His Characteristics

A master is one that shall devote full attention to his work from start to end without reliance on anybody else, and one who does not allow arrogance and selfishness (that are associated with the devil) to take hold of him and one who has purity [of soul] and honesty . . . and he should keep his outward and inward [soul] clean and pure . . .


And a sense of dignity, and endurance and good humor and kindness and good treatment of the assistant is a necessity [to be acquired] but character and talent is God-given.

[GT]
Rezā certainly possessed innate talent, but according to some sources, instead of developing his spiritual qualities, he channeled his energy into wrestling.  A century earlier, the painter Mirak-e Naqqāsh (see chap. 3) had also engaged in the same activities, and the style of both painters is characterized by an exuberance and dynamism uncommon within the strict confines of Persian painting.  The traditional wrestling community was infused with the sentiments of popular Sufism, and the same type of master-pupil relationship existed there (and still does) as in the Sufi orders.
  


Masters of one craft commanded the respect of members of other disciplines, and the Mir was no exception.  His status as a sayyed (a descendant of the Prophet) automatically gave him a certain prestige, and the reverence accorded to him by his pupils is recorded extensively in his biography.
  The Mir's interest in Sufism is attested by his marginal inscriptions (circa 1582-84) on a copy of the Nafahātol-ons (Fragrances of intimacy) of Jāmi, which is bound together with another treatise on Sufism, Takmalatonnafahāt (Complement to the Nafahātol-ons), copied by the Mir for his own use.
  But above all, the Mir's pride and sense of dignity must have inspired Rezā's respect.  For, like Rezā,
 the Mir seemed to shun the royal library-atelier.  His behavior must have annoyed the shāh, and when the Mir was assassinated in 1615, his death was popularly thought to have been instigated by Shāh `Abbās himself.
  The Mir's descendants and relatives migrated to India rather than endure the harassment inflicted upon them in Safavid Iran (see cat. no. 113).


Probably neither fear nor money induced the reclusive Rezā to undertake illustration of the Makhzanol-asrār.  His motivation was more likely the sympathy and respect he felt for the Mir, a master of true spiritual qualities. 

[SH2] Two Copies of the Makhzanol-asrār 

[GT]The Makhzanol-asrār (Treasury of mysteries), a book of poems, was composed in Chaghatāy Turkish by the little-known poet Haydar-e Khārazmi following the popular writing style set by the Persian poet Nezāmi (circa 1140-1201), who penned a work with the same name.  Although Turkish was spoken frequently at the Safavid court, illustrated manuscripts in Turkish are quite rare in Safavid times.  


Two sets of lavishly illustrated copies of the work were commissioned in the early seventeenth century in Esfahān.  The first is a manuscript of which nine pages survive in this collection (cat. no. 110); the second is a manuscript preserved at the Topkapi Sarāy Library, Istanbul (H.1641).
  The relevance of the work to the Esfahān of Shāh `Abbās is not clearly understood; it is known that Haydar-e Khārazmi was a poet affiliated with the Esfahān court of the Teymurid prince Eskandar in the early fifteenth century.
  Further study of the participating artists may shed light on the reasons for the production of two contemporary copies of the same work, organized and illustrated in a similar fashion.


All surviving paintings in this collection are signed by Rezā-e `Abbāsi; the colophon is signed by Mir `Emād and also bears Rezā's signature (see cat. no. 110i).  The colophon of the Topkapi manuscript is signed by the calligrapher `Ali-Rezā-e `Abbāsi, but the paintings bear no signature.  They can all be attributed to the painter Sādeqi Beyg, who headed the library-atelier of Shāh `Abbās and was later replaced by the calligrapher `Ali-Rezā-e `Abbāsi.
  Thus the production of the two versions juxtaposed rival artists:  the Sufi-minded Rezā and the Mir on one side, and conventional court artists on the other.  


The Mir `Emād manuscript was copied in 1614, a year before his assassination, at a time when the negative attitude of Shāh `Abbās toward the Mir must have peaked.  According to rumor, Shāh `Abbās was ardently encouraging `Ali-Rezā-e `Abbāsi, a talented calligrapher of traditional scripts, to take up nasta`liq despite the Mir's uncontested mastery of the script.
  The Turkish manuscript might have been first commissioned by a courtier, and the shāh, perhaps infuriated by the quality of work produced outside the royal library, ordered his own artists to come up with a better version.  But the craftsmanship of the court artists, although excellent, could not match the natural elegance of design and the skilled execution of Rezā and Mir `Emād.


A comparison of paintings from the manuscripts strengthens the hypothesis that the Topkapi manuscript was copied from the Mir `Emād version.  Several scenes are illustrated in both manuscripts, including Teymur Contemplating an Ant.
  Whereas Rezā's composition is masterfully balanced (cat. no. 110b), Sādeqi placed the same composition in a more elaborate, but incongruous, setting (fig. 47).  The palatial buildings in the upper section have no narrative purpose, and the majestic tree behind Rezā's Teymur is an insignificant sapling in the Topkapi manuscript.

Cat. No. 110a-i. 

NINE PAGES FROM A MAKHZANOL-ASRĀR OF HAYDAR-E KHĀRAZMI

Copied by Mir `Emād, illustrations signed by Rezā-e `Abbāsi

Esfahān, dated A.H. 1023/1614

Opaque watercolor and ink on paper

Page 28 x 18 cm, text panel 18 x 9.5 cm

[GT]These pages were once part of a magnificent manuscript that was probably dismantled at the turn of the century.
  Unfortunately, only the illustrated pages were kept.  Had the careless dealer known the following anecdote about the value of the Mir's calligraphy, he might have retained the invaluable pages: 

[EX]

Shāh `Abbās once sent seventy tumāns for the Mir, asking him to copy the text of a Shāhnāmé.  After a year the shāh's envoy was sent to collect whatever quantity of pages was ready.  The Mir gave the envoy the seventy couplets that he had copied [instead of 30,000] and told him that the shāh's money could buy no more.  The Mir's reply infuriated the shāh, who had the verses returned to the Mir in sign of cancellation of the project.  The Mir then cut his work in seventy pieces and distributed it among his pupils.  The seventy tumāns were gathered on the spot and the Shāh's envoy was reimbursed.

[GT]
At some point the manuscript was remargined with colored papers decorated with floral arabesques in silver and gold; five of the pages still have these borders.
  All nine paintings bear the signature:  "Signed by the least [of painters], Rezā-e `Abbāsi." 


The composition of several of the paintings positions a tree with its branches extending behind the text panels into the margins.  The paintings thus appear elongated in shape and visually larger, and the direction of the branches conveys a sense of motion.  The rich color scheme introduces a wide range of reds--crimson, pink, and violet--which would become favorite colors of Rezā's pupil Mo`in (see cat. no. 114 and fig. 49).

[PP]Provenance:  Demotte; Baron Maurice de Rothschild collection 

Published:  Robinson (Colnaghi), nos. 43i-ix 

110a. The Nimble Cavalier  [SOL](facing page) 

[GT]In Fārs a nimble horseman passed through the town and cast money on the road, wishing that "no sayyed, mufti, poor person, or stranger would have any share of the money."

110b. Teymur Contemplating an Ant 

[GT]Teymur, defeated in an early battle, suffered wounds in the leg and arm.  Sitting dejected, by a wall, he notices a crippled ant attempting to scale the wall, doggedly climbing back after repeatedly falling.  Inspired by the ant's courage, Teymur determined to continue his campaign despite his setbacks. 

110c. Story of Jacob

[GT]A winged messenger from God came to Jacob, admonishing him to cease his lamentations over the loss of Joseph and reminding him of God's favors. 

110d. Hārun and Bohlul 

[GT]This scene depicts an exchange between the caliph of Baghdad, Hārun ar-Rashid, and Bohlul, an ascetic.

110e. Soltān Mahmud of Ghazné
[GT]While out hawking one winter's day, Soltān Mahmud spied a ruin.  As he approached, he saw an old man with disheveled hair and a pale face.  The recluse at first ignored the soltān but finally asked who he was.  Soltān Mahmud invited the old man to the city, but he refused, saying he was better off in his poverty than the soltān was in his wealth.  "When death comes to you," he asked Mahmud, "how will you act, and which of your concerns will you begin to sever?"  Astonished, Mahmud asked how the old man would face his final moment.  In reply the old man smiled, convulsed, and dropped dead.  This story is often quoted in relation to the celebrated poet and mystic Attār, a pharmacist who, subsequent to the death of a dervish in his presence, followed the Sufi mystical path. 


Like many other works of Rezā, this painting was copied by one of his followers and Rezā's signature added later (fig. 48).  Inscriptions on fig. 48 and on the colophon of a copy of the Makhzanol-asrār (Arthur M. Sackler Gallery, Washington, D.C., S86.0054) mistakenly name the author as Haydar Tilbé (the crazed).

110f. The Old Man Who Teaches a Divine Lesson [SOL](overleaf) 

[GT]A spiritual master passing through a bazaar came across a draper to whom a poor old woman was selling a ragged piece of cloth.  The draper deprecated the rag and gave her a pittance for it.  No sooner had she left than a customer came to buy cloth.  The draper praised the piece he had just bought, naming an exorbitant price.  The spiritual master commented ironically that he had found a powerful saint who could transform worthless cloth into valuable drapery with a single glance.

110g. Hātam  [SOL](preceding overleaf) 

[GT]An Arab caravan camped at the tomb of Hātam, who had been renowned for his hospitality.  The design of the tree and Hātam's tomb was inspired by a painting of the school of Behzād in a manuscript of Manteqottayr (Language of the birds) dated A.H. 888/1483 (Metropolitan Museum of Art, New York, 63.210.35).  At one time the manuscript was in the royal library of Esfahān, where artists must have had access to it.

110h. Solomon the Prophet  [SOL](facing page) 

[GT]Solomon is enthroned and attended by Āsaf, his vizier.  Āsaf tells Solomon that not a handful of dust on the earth exists that is not someone's remains.  To controvert Āsaf, Solomon has clay brought from the depths of the ocean, and from it is made a goblet.  But when he comes to drink from it, he sees that the water within has turned as "bright as poison."  In anger, Solomon throws the goblet away, but the broken fragments speak, saying, "I too was a soul upon the earth, a ruler among men.  My life ended, and for many years I rested in the earth.  Many years later my body became a wall, which was slowly worn down by floods, and by the action of the celestial spheres my body became clay at the bottom of the ocean.  The brightness in the water is the illumination of that soul." 

110i. Colophon

[GT]This unique colophon combines on one page the signatures of two renowned Persian artists--Mir `Emād and Rezā-e `Abbāsi.  Rezā depicted a dervish, possibly his mentor, Ghiyās-e Semnāni (see cat. no. 108), who offers flowers to an adolescent leaning against a tree, perhaps a self-portrait of Rezā.  The colophon reads:  "Copied by the humble and poor and sinful slave `Emādol-Molk [Mir `Emād] of Hasani descent, may God forgive his sins and cover his shortcomings in the year 1023."

Cat. No. 111a-d. 

GOLESTĀN OF SA`DI

Copied by Mir `Emād

Esfahān, ca. 1615

136 folios with 6 illustrations

Nasta`liq in 12 lines per page

Opaque watercolor, ink, and gold on paper

Gilt-stamped morocco binding, India, 17th century

Page 26.2 x 16 cm, text panel 15.3 x 7.5 cm 

[GT]Should anyone ask a cultivated Persian to identify the most renowned Persian artist of all time, the answer would probably be the Mir.  In the Persian Islamic context, calligraphy has always been considered a primary art, and in the creation of nasta`liq, Mir `Emād stands as the uncontested master.


This copy of the Golestān exhibits the Mir's extraordinary stylistic consistency, which he was able to maintain word after word, page after page.  The manuscript corresponds to the period of his most mature calligraphy, perhaps slightly later than the Makhzanol-asrār dated A.H. 1023/1614 (cat. no. 110), and Rezā-e `Abbāsi painted its sole illustration integral to the text.  The dynamic, elaborate double-page frontispiece (cat. no. 111c) might have been designed by Rezā,
 but its production seems to have been suddenly dropped, perhaps in reaction to the assassination of the Mir in 1615.  The frontispiece was most likely completed by Rezā's pupil Afzal, who added the illustration under the colophon and the double page following it.


The manuscript is now bound in a seventeenth-century Mughal gilt-stamped morocco binding.  It might have been taken to India after the Mir's death by one of his relatives and then brought back to Iran after the sack of Delhi in 1739 by Nāder Shāh-e Afshār (r. 1736-47), for the manuscript bears the ownership seals of his successor and nephew, `Ali Shāh (r. 1747-48).

[PP]Historical provenance:  `Ali Shāh-e Afshār 

Modern provenance:  reputedly Henri d'Allemagne collection 

Published:  Drouot (Boisgirard), April 1977

111a. Colophon  [SOL](fol. 135r)

Illustration attributed here to Afzal, calligraphy signed by Mir `Emād

Esfahān, ca. 1615

Opaque watercolor, ink, and gold on paper

[GT]A faithful disciple of Rezā, Afzal appears to have taken the design of this colophon illustration from that of the 1614 Makhzanol-asrār (cat. no. 110i), bolstering the supposition that this Golestān was finished later.


The colophon reads:  "Written by the sinful and poor `Emād, of Hasani descent, may God forgive his sin."

111b. Sa`di's Argument Comes to Blows  [SOL](fol. 115v, facing page)

Signed by Rezā-e `Abbāsi

Esfahān, ca. 1615

Opaque watercolor and ink on paper

[GT]Despite Sa`di's profound spiritual qualities, his Golestān is a collection of worldly advice, mixing practicality with principle.  In the story to which this illustration belongs, Sa`di has set himself up as the champion of the rich in a debate with a "phony" dervish who despises power and wealth.  A heated argument develops, and eventually the two come to blows, the dervish (holding the staff) gripping Sa`di by his coat and ripping off his collar.


In the milieu of the wrestlers and "hapless people" (luti) that Rezā is said to have frequented, arguments and entanglements were numerous and routine.  This depiction shows a perfect familiarity with aggressive posturing, in which one confronts an opponent even while hoping that others will mediate.  The man nearest the adversaries is the dervish on the left, again perhaps a portrayal of Rezā's spiritual mentor, Dervish Ghiyās-e Semnāni.  The entanglement, represented naturally and realistically, is set within an exquisite composition that extends into the margin.  In superb condition, the illustration combines the work of the most eloquent of Persian poets, expressed in the highest level of Persian nasta`liq, with the painting of Rezā-e `Abbāsi, whose stylistic harmony with Persian poetry was never surpassed.  

111c. Feast of the Dervishes  [SOL](fols. 0v, 1r)

Attributed here to Afzal

Esfahān, ca. 1615

Opaque watercolor on paper

[GT]This double-page frontispiece was most likely designed by Rezā but finished by his pupil Afzal.
  The flowing dynamism of the painting are in the style of Rezā rather than Afzal, whose designs are usually more static.  The color scheme, with dark browns and white faces, is from Afzal.  His execution is most recognizable in the treatment of the faces with elongated eyes and one raised eyebrow.  


Of all the followers of Rezā, none came stylistically closer to him than Afzal.  Although an excellent draftsman and meticulous painter, his execution sometimes wavered, but some of his Rezā-style work, such as cat. no. 119, approaches that of the master.

111d. Outdoor Feast  [SOL](fols. 135v, 136r)

Attributed here to Afzal

Esfahān, ca. 1615

Opaque watercolor and gold on paper

[GT]This ending double page, although inspired by the frontispiece, cannot match its brilliant design.  Nevertheless, Afzal created a successful outdoor scene in the manner of Rezā.  Present are the dark color scheme and the typical pale white faces of Afzal, as well as long sleeves partially extending over pudgy hands, a characteristic he acquired from Rezā.  Another favorite decorative element is the blue and white porcelain vase.

Cat. No. 112. 

POEM BY JĀMI

Signed by `Ali-Rezā-e `Abbāsi

Probably Esfahān, dated A.H. 1007/1598

Folding album of 6 pages 

Opaque watercolor, ink, and gold on paper

Page 23 x 12.6 cm

[GT]This complete poem of the Sufi poet Jāmi (1414-92), copied in a beautiful nasta`liq and very finely illuminated, is truly Persian in character and taste, and is typical of Persian Sufi poetry:

[PX]

A fourteen-year-old lovely on the roof's edge, like a moon of fourteen [days], full in beauty

A jaunty cap topped her elegantly slender stature, and her rosy [cheeks] were ringed by the lush hyacinths [of her curly tresses].

She tuned her instrument to the pitch of loveliness, and she coyly displayed her beauty.

As she glistened like the moon, prisoners [of her love] mobbed her door and roof like the stars.

Suddenly an old man, back bent like a crescent [moon], his skirt drenched in blood like the sunset,

Turning his face hopefully toward his idol, he laid his white hair like a carpet on the ground.

Pearls of tears he pierced with his eyelashes, and, scattering pearls from his two eyes, he said,

"O peri, with all my accumulated wisdom, I have lost my good name to madness over you.

"Like a tulip I am seared with your brand; I am as defenseless as grass in your garden.

"Gaze upon my condition with kindness; polish away the rust of grief from my soul."

When the youth ascertained the old man's state, he could not perceive any sincerity in his words.  

He said, "Distracted old man, turn around and look behind you, 

"For on that belvedere is one whose cheeks would turn the world into a rose garden.

"She is like the sun in the celestial sphere; I am but the moon.  I am her least slave; she is my king.

"What am I that lovers who espy her beauty should mention my name?"

When the poor old man looked in the other direction in order to see who was on the belvedere,

The youth reached out and pushed him off the roof, flattening him like a shadow in the dust.

It is not proper for him who undertakes the road of commerce with us to gaze anywhere else.

To be "double-sighted" is to be fickle; the object of love is one and only one.

[GT]
The colophon reads:  "Written by the sinful slave who seeks God's mercy, `Ali-Rezā-e `Abbāsi, may God forgive his sins and cover his shortcomings, 1007."


`Ali-Rezā-e `Abbāsi was a virtuoso of traditional scripts, especially monumental sols and mohaqqaq; many of the inscriptions on the royal mosque of Esfahān and its adjacent mosque of Shaykh Lotfollāh, both erected by the order of Shāh `Abbās, are signed by him.  This calligraphy was written in 1598, the year that Farhād Khān-e Qaramānlu, a former patron of `Ali-Rezā, was killed by order of the shāh.  Mir `Emād, who had also been in the services of Farhad Khān and was with him until the end, had not yet arrived in Esfahān.  In 1598 `Ali-Rezā replaced the painter Sādeqi Beyg as the head of the royal library-atelier, and his prestige reached such a level that the shāh reportedly held a candle to enable `Ali-Rezā to copy his calligraphy one night.
  His works in nasta`liq, if not as good as the Mir's, are certainly of the highest quality.  

[PP]Provenance:  An inscription under the colophon, signed by the Qājār prince `Abdol-Bāqi son of Tahmāsb Mirzā Mo'ayyedoddowlé, indicates that this calligraphy piece was in his possession in 1856.  The prince, who had studied under Abol-Fazl-e Sāvoji (see cat. no. 179), and who was taught calligraphy by him, displays his own calligraphic skill by writing in a most beautiful ta`liq script.  A later owner duplicated the same writing (on the back) in a less elegant style in 1866.  A seal affixed next to this second inscription identifies the new owner as Mohammad-Bāqer.


Another seal and inscription identify an owner as `Ali-Qoli Khān-e Bakhtiyāri son of Fazlollāh.


A last inscription identifies the owner as Ghiyāsoddin Mohammad al-Hosayni al-Khorāsāni.

[PP]Published:  Sotheby's, April 28, 1981, lot 326

Cat. No. 113. 

CALLIGRAPHY 

Signed by Rashidā
India, mid-17th century

Opaque watercolor, ink, and gold on paper, mounted on an album page

Page 30.8 x 20.6 cm, calligraphy 16.7 x 9.4 cm

[GT]`Abdorrashid-e Daylami, otherwise known as Rashidā, was a nephew of Mir `Emād and one of his disciples.  The Mir's assassination in Esfahān, instigated either by the shāh himself or an overzealous courtier, was followed by a period of harassment of the Mir's entire family.  As a result, Rashidā immigrated to India, where he was well received at the court of Shāh Jahān.  In a petition to the latter, Rashidā explained that "in the land of the Qezelbāsh [Safavid Iran] Mir `Emād's kin cannot live in peace, and most of his relatives and nephews have migrated to Anatolia."


Rashidā's pupils and disciples in India were numerous, including the crown-prince Dārā Shokuh [dates?].

[PP]Provenance:  Soheyli collection 

[SH1]The Followers of Rezā-e `Abbāsi

[GT]Rezā's followers were numerous.  Foremost among them was Mo`in-e Mosavver, who produced a substantial body of work during his long life.  Afzal, a talented and versatile painter (cat. nos. 111a, 111c, 111d, 118, 119), had the chameleonlike ability to change style and adapt to new artistic conventions,
 and he perhaps came closest in emulating the master's style.  The work of three other painters from the school of Rezā--Mohammad-`Ali, Mohammad-Qāsem, and Mohammad-Yusof--are represented in this collection.  In the mid-seventeenth century, Rezā's manner was still very much in fashion, and the most prestigious works of the royal library-atelier, including the great Shāhnāmés of Windsor Castle and the Golestān Library, were commissioned from among his followers.
  

Cat. No. 114. 

VIZIER KHALIFÉ-SOLTĀN
Attributed to Mo`in-e Mosavver 

Probably Esfahān, ca. 1650

Opaque watercolor, gold, and silver on paper

Page 20.6 x 10.3 cm

[GT]The inscription at the top of this page reads:  "Likeness of his excellence the soltān of the learned, Khalifé-Soltān, the reliable support (e`temādoddowlé) of the lofty state."  The unsigned scribble is undoubtedly by the hand of Mo`in, for it displays his awkward calligraphic conventions, including the peculiar writing of the letter "lām." 


The superb painting portrays one of the greatest statesmen of Safavid times, the vizier Khalifé-Soltān, whose family intermarried with the Safavids several times.  The last of the Safavid puppets elevated to the throne, Esmā`il III, was one of his great-grandsons, by male descent.


Khalifé-Soltān was the son of Mirzā Rafi`oddin Mohammad, the sadr (head of religious affairs) of Shāh `Abbās I, a sayyed of Hosayni descent, and a scion of the Mar`ashi rulers of Āmol.
  Under Shāh `Abbās I, he was appointed grand vizier in 1623 and improved considerably the accounting methods of the state.
  His family's prestige was so high that the shāh agreed to give Khalifé-Soltān his daughter's hand.  For a while he maintained his position under the successor to Shāh `Abbās', Shāh Safi; he was then dismissed and reinstated by Shāh `Abbās II in 1645.
  Khalifé-Soltān died in 1653 while in attendance to the shāh in Ashraf, in the province of Māzandarān. 


Khalifé-Soltān was not only an able statesman but a learned scholar, having studied with the celebrated Shaykh Bahā'i.  He authored many works including an abridgement of the Akhlāq-e Nāseri (Nāserian ethics) of Khājé Nasiroddin-e Tusi, prepared by the order of Shāh Safi,
 and he also commissioned the `Abbāsnāmé (Book of `Abbās), a history of the reign of Shāh `Abbās II.
   As a scholar he was known as Soltānol-`Olamā (soltān of the learned). 


Khalifé-Soltān's brother, Qavāmoddin Mohammad, became the sadr of Shāh `Abbās II, and his grandson Mir Sayyed Mortezā became the sadr and the son-in-law of Shāh Soltān Hosayn (r. 1694-1722).  The issue of that marriage was Abu Torāb Mirzā, the young prince whom Karim Khān-e Zand designated as the last Safavid king, with the official title of Esmā`il III.  Another grandson, Mirzā Mohammad Moqim, was also a son-in-law of Shāh Soltān Hosayn and became the sadr under Tahmāsb II.
 


This painting depicts Khalifé-Soltān holding in one hand a solicitation note (`arzédāsht)
 from a certain Bahrām and in the other a purse of gold.  The portrait has been rendered more naturalistic by timid modeling of the face which is reinforced by the lines of the vizier's beard.  The striking color scheme includes Mo`in's favorite mauve and violet (see also fig. 49), enhanced by an ornate silvery coat, now darkened with age.

[PP]Published:  Christie's, April 22, 1981, lot 120

Cat. No. 115. 

MALEKSHĀH ROSTAM IN THE PRESENCE OF SHĀH ESMĀ`IL

Follower of Mo`in-e Mosavver 

Probably Esfahān, ca. 1688 

From an `Ālamārā-ye Shāh Esmā`il 

Opaque watercolor and gold on paper

Page 36 x 23.3 cm, illustration 24 x 15.7 cm

[GT]This page is from a dispersed manuscript of the `Ālamārā-ye Shāh Esmā`il (World-adorning history of Shāh Esmā`il), a section of which is at the British Library (Or. ms. 3248).
  The story relates the arrival of the Lor chieftain Malekshāh Rostam at the royal camp.  Esmā`il was so amused with the chieftain's accent that he ordered Malekshāh's beard filled with various gems and had made for it a jewel-studded cover, visible in Malekshāh's hand.


It is difficult to establish whether this painting was hastily drawn by Mo`in (the calligraphy is also hurried) or by a follower.  A different page from the same manuscript bears handwriting similar to Mo`in's with the date 1688.
  Another manuscript of the same text, with better calligraphy and more refined illustrations, contains a version of the same scene that can be attributed to Mo`in (fig. 49).  In it, Shāh Esmā`il is seated in a pavilion instead of in an encampment.

[PP]Published:  Sotheby's, June 30, 1980, lot 243

Cat. No. 116. 

MAN HOLDING A PEAR

Attributed here to Mo`in-e Mosavver 

Probably Esfahān, third quarter 17th century

Ink and light color on paper 

Painting 11.1 x 5.6 cm

The treatment of the bearded face (similar to cat. no. 114) and the fluidity of line in this tinted drawing favor an attribution to Mo`in.  The drawing seems to have been one of the standard models practiced by various followers of Rezā as several versions by different hands are known.

[PP]Provenance:  Claude Anet collection; Sir Bernard Ekstein collection; Kevorkian collection 

Published:  L. Binyon, J. V. S. Wilkinson, and B. Gray, Persian Miniature Painting (London: Oxford University Press, 1933), no. 377; Sotheby's, April 27, 1981, lot 37

Cat. No. 117. 

FOUR-BODIED LION

Signed by Mo`in-e Mosavver 

Probably Esfahān, dated A.H. 1088/1677

Ink and light color on paper 

Page 31 x 23 cm, drawing 15.5 x 12 cm

[GT]The inscription reads:  "Dated, night of the seventh of the month of Savval of the year 1088, it was drawn by way of practice at the home of the `Jesus of the Age,' the physician Mohammad-Sa`idā.  May there be blessings.  Mo`in-e Mosavver."  


In the Islamic tradition, the miracle of healing is associated with Jesus (`Isa), and therefore Mo`in confers the highest praise on the physician Mohammad-Sa`idā by referring to him as "Jesus of the Age."  By his own account, Mo`in produced this drawing at the physician's house, probably as a demonstration of his prowess. 

[PP]Provenance:  Demotte; Binney collection

Published:  Martin, Miniature Painting and Painters, pl. 164; A. Welch, Shah `Abbas and the Arts of Isfahan (New York: Asia House Gallery, 1973), no. 77; Robinson (Colnaghi), no. 57

Cat. No. 118. 

YOUNG DERVISH WITH A STAFF

Signed by Afzal

Probably Esfahān, dated A.H. 1051/1641

Opaque watercolor and gold on paper

Painting 20.7 x 10.5 cm

[GT]This work was previously discussed in relationship to the original model painted by Rezā-e `Abbāsi (see fig. 43).  The signature reads:  "Signed by the least [of the painters], Afzal of Hosayni descent."

[PP]Published:  Sotheby's, April 11, 1972, lot 16

Cat. No. 119. 

LADY WITH A VASE

Attributed here to Afzal

Probably Esfahān, ca. 1650

Opaque watercolor on paper

Painting 20.7 x 9.6 cm

[GT]This beautifully executed painting is the best example of Afzal's emulation of Rezā-e `Abbāsi's style (it is surprising that Rezā's signature was never added to it).  Afzal's hand is recognizable in the darker palette of brown and blue; the depiction of blue and white porcelain, which he favored; the rigid hanging end of the sash; the whitish color of the face; the raised eyebrow over a very elongated eye; and pudgy hands protruding from draped sleeves, a characteristic treatment he acquired from Rezā, perhaps after copying his two versions of Young Dervish with a Staff (see cat. no. 118 and fig. 42).

Cat. No. 120. 

KHOSROW AND SHIRIN MEET

Attributed here to Mohammad-Qāsem

Probably Esfahān, mid-17th century

Opaque watercolor and gold on paper

Page 31.5 x 19.5 cm, illustration 22 x 12 cm

[GT]This scene is probably from the story of Khosrow-o Shirin of the poet Nezāmi.  Stylistically it is similar to Mohammad-Qāsem's painting Ardeshir and Golnār of the famous Shāhnāmé of 1648 at Windsor Castle (Ms. Holmes 151, fol. 514v).
  


Although a follower of Rezā, Mohammad-Qāsem gradually developed his own painting style, which was distinguished by his reliance on a pointillistic technique, clouds depicted as layers of overlapping disks, and round-faced youths with heavy eyelids.  The attendant holding the horse in the foreground wears headgear and trousers that reflect European influence on men's fashion in Iran in the mid-seventeenth century.

[PP]Provenance:  Binney collection

Published:  Robinson (Colnaghi), no. 52

Cat. No. 121. 

DRUNKEN YOUTH

Attributed here to Mohammad-Qāsem

Probably Esfahān, mid-17th century

Opaque watercolor and gold on paper

Page 33.5 x 22 cm, painting 17.4 x 10.7 cm

[GT]Following Rezā's model of a seated youth resting against richly embroidered cushions (see cat. no. 107), Mohammad-Qāsem depicted this drunken youth with an outstretched arm, as though inviting his beloved to join him.  The gentle-looking, round face and drunken-looking eyes are typical of Mohammad-Qāsem's style. 

Cat. No. 122. 

KHOSROW-SOLTĀN HOLDING A FALCON

Attributed here to Mohammad-Yusof

Probably Esfahān, mid-17th century

Opaque watercolor and gold on paper

Painting 15.5 x 9 cm

[GT]An inscription at the bottom identifies this splendid young prince as Khosrow-Soltān-e Ozbak, or Owrang.  The first reading seems more appropriate, in view of the typical Ozbak headgear of the prince.  A striking feature of the painting is the prince's unusually elaborate gold-embroidered coat, worn over a white garment and accentuated by a red-orange bonnet and glove.


The attribution to Mohammad-Yusof is based on the similarity of the prince's face with other portraits drawn by the artist (see fig. 44), and the treatment of the prince's richly decorated garment, so typical of his work.

[PP]Provenance:  Kevorkian collection

Published:  Sotheby's, April 12, 1976, lot 40

Cat. No. 123.

YOUNG PRINCE

Probably Esfahān, mid-16th century 

Ink on paper, mounted on a manuscript page

Page 26 x 17.7 cm, illustration 7.5 x 3.5 cm

[GT]An inscription below the drawing reads:  "The work of Āqā Zamān the panel-painter."  The inscription has been pasted on separately and might not belong to this work.  In style the drawing appears to be by a follower of Rezā, falling somewhere between the manner of Mohammad-Qāsem and Mohammad-Yusof.

Cat. No. 124. 

SEATED OLD MAN

Signed by Mohammad-`Ali

Probably Esfahān, dated A.H. 1068/1657

Ink and light color on paper

Drawing 14.6 x 9.3 cm

[GT]Many of Rezā's followers adopted his calligraphic drawing style, including Mohammad-`Ali, whose ability was remarkable:  the drawing is fine for the face and beard, steady for the sash, and energetic in its depiction of the vegetation.

Cat. No. 125. 

DRINKING SCENE

Signed by Mohammad-`Ali

Probably Esfahān, mid-17th century

Opaque watercolor and ink on paper

Page 27 x 16 cm, illustration 20 x 11 cm

[GT]This page is probably from a dispersed manuscript of a Divān-e Hāfez (Collected works of Hāfez), which usually mentions such drinking scenes.  Pages from a Divān-e Hāfez dated A.H. 1069/1658 with similar drawings are in the Museum des Kunsthandwerkes, Leipzig;
 others are in the Chester Beatty Library, Dublin (no. 299), the Topkapi Sarāy Library, Istanbul (H.1010),
 and the Arthur M. Sackler Gallery, Washington, D.C. (S86.0318).

[PP]Provenance:  Binney collection

Published:  Robinson (Colnaghi), no. 53

Cat. No. 126. 

WOMAN CARRYING A VASE

Signed by Mohammad-Mohsen

Probably Esfahān, dated A.H. 1059/1649

Ink and light color on paper, mounted on an album page

Page 32 x 20.5 cm, drawing 19 x 9 cm

[GT]A replica of this work in the Freer Gallery of Art, Washington, D.C. (12.99),
 is signed and dated by the same little-known artist.

[PP]Provenance:  Binney collection

Published:  Robinson (Colnaghi), no. 51

Cat. No. 127. 

NIGHTINGALE ON A BRANCH

Signed by Shafi`-e `Abbāsi

Probably Esfahān, dated A.H. 1062/1651

Opaque watercolor on paper

Painting 11 x 15 cm

[GT]The inscription reads:  "Drawn for the lofty, the holy and the successful Navvāb with the dignity of Saturn, signed by the least (of the painters) Shafi`-e `Abbāsi."


Shafi` was Rezā-e `Abbāsi's son, but the epithet `Abbāsi in his name refers not to Shāh `Abbās I, as did Rezā's, but to Shāh `Abbās II, in whose services the artist was employed.  He seemed to specialize in paintings of birds with flowers and branches, all of which bear similar dedicatory inscriptions to the shāh.
  The paintings were probably derived from a similar "bird and branch" model by his father (Metropolitan Museum of Art, New York, 1985.2)
 and possibly served as patterns for similarly designed, richly embroidered Safavid textiles.
 


Judging by his bold inscriptions on this and other paintings, Shafi` practiced a remarkable nasta`liq script in the style of Mir `Emād.  Because of the collaborative relationship between the Mir and Rezā-e `Abbāsi, Shafi` conceivably had the opportunity to study calligraphy with the Mir.

[PP]Published:  Sotheby's, April 27, 1982, lot 133

Chap8.txt

 [CN]8

[CT]Persian Culture and Mughal India

Milo C. Beach

[GT]With the arrival of Bābor (r. 1526-30) in Agra in 1526, Persian culture came to play a more influential role in northern India than ever before.  The rapidly increasing political power of the newly established Mughal court, and its prosperity, made it unnecessary for the Mughals to adapt themselves to the ancient cultures of their new homeland.  Instead, they could surround themselves with buildings, furnishings, and traditions that transported the cultures of Persia into the subcontinent.  And one of the prime means by which they could retain and reinforce their Persian identity was active promotion of their Persian literary heritage.  This was of particular concern to Emperor Homāyun (r. 1530-40; 1555-56) and his successors.


Bābor's father, `Omar-Shaykh, had been a litterateur.  Abol-Fazl, a friend and biographer of Akbar (r. 1556-1605), the greatest of the Mughal rulers, wrote of that emperor's great-grandfather:

[EX]

That fortunate and lofty-starred Prince [`Omar-Shaykh] was one who weighed his words and was eloquent; he had a great liking for poets and could recite poetry.  He had a poetical temperament, but was not solicitous of writing verses and spent most of his time reading books, historical and poetical.  The Shahnama was often recited before him and he was an excellent companion; of open brow and good disposition and fond of quoting good poetry.

[GT]
Bābor, a worthy heir to his father's interests, wrote poetry, and his memoir, the Bābornāmé (Book of Bābor), is considered a literary masterpiece.  Homāyun, in turn, was so fond of books that he transported a portion of his library on camelback even when going into battle.  This led to a famous episode at the battle of Qebchāq when the library disappeared, reappearing quite unexpectedly.

[EX]

At this joyous time two camels loaded with boxes and without drivers were seen on the field of battle.  His Majesty [Homāyun] said "every one is having his plunder, let mine be these two camels!"  He went himself and, taking their nose-strings, ordered that they should be made to kneel and that the boxes should be opened, so that he might see what was inside.  By a beautiful coincidence it was found that the special, royal books which were lost at the battle of Qibcaq, were in these boxes and in perfect condition.  This was the occasion for a thousand rejoicings.

[GT]Homāyun also promoted the Persian language at court, rather than Turkish, which had been preferred by Bābor, and he too wrote poetry.


No manuscripts copied and illustrated for Bābor in India are now known, but there is increasing evidence of the activities of painters during Homāyun's reign.  A contemporary reference, datable to 1542, states that Homāyun called a painter to depict a curious bird that had flown into the imperial tents.
  And in Iran, during his fifteen-year exile from power, Homāyun met several painters who worked for Shāh Tahmāsb.  Four of these eventually entered Homāyun's employ: Mir Sayyed `Ali and his father Mir Mosavver, `Abdossamad, and Dust-Mohammad.  Under their direction, the Mughal style developed an interest in historical narrative and portraiture that continued and intensified under Akbar. 


As Mughal power expanded, the imperial family increasingly evoked its Teymurid pedigree (see commentary at cat. no. 129f, for example).  Teymur was the great-great-great grandfather of Bābor, and it was his political power and cultural achievements that the Mughals sought to revive.  Lavish copies of histories of Teymur's reign were commissioned; volumes once in the libraries of Teymurid rulers were coveted (see cat. nos. 36, 41, 136); and Abol-Fazl praised the works of Mughal artists by comparing them to Behzād (circa 1467-1535).  By the early seventeenth century, imperial painters had rejected the turbulent compositions and Hindu India-influenced styles appreciated by Akbar, creating--in such volumes as the Bustān of 1605-6 (cat. no. 137)--a Mughal equivalent to the epicurean taste and technical expertise of Teymurid artists.


By the early seventeenth century, it was usual for the chief nobles to collect or even commission books; examples belonging to Mon`em Khān (cat. no. 136) and Ja`far Khān (cat. no. 130) are included here.  The imperial studios also produced portraits and official scenes to be given as gifts on ceremonial occasions, and these served as models when the nobles wanted portraits of themselves (see cat. no. 129c).  Eventually the Europeans who appeared in increasing quantity learned to collect paintings, and then commissioned works to explain their lives to family and friends back home (e.g., cat. no. 141).  As the empire declined, artists like Gholām-`Ali Khān (cat. no. 142) could no longer find sufficient support in the imperial circle, and moved back and forth between the palace and the bazaars, working for whomever could pay their fees.  The Mughal emperors had established their workshops by luring painters from the Persian court with promises of wealth and new patronage, and they had stocked the libraries with volumes they had won in battle.  By the mid-eighteenth century they could barely afford to maintain artists' workshops, and eventually they saw their libraries and collections carried off as loot.  Perhaps it is only just that these works of art led lives as colorful as those of the people for whom they were made.

[SH1]IMPERIAL ALBUMS

[GT]In the mid-1530s the emperor Homāyun arranged a celebration known as the Mystic Feast.  His sister, Golbadan Beygom, later described the event and the decoration of the building that was erected for the occasion.  "In the . . . House of Good Fortune," she wrote, "an oratory had been arranged, and books placed, and gilded pen-cases, and splendid portfolios, and entertaining picture-books [moraqqa`, or albums] written in beautiful character."
  Such albums were a popular means to organize a collection of individual pictures or calligraphies.  For example, Abol-Fazl later wrote of Akbar:  "His Majesty himself sat for his likeness, and also ordered to have the likenesses taken of all the grandees of the realm.  An immense album was thus formed . . ."
  Of Zafar Khān, one of the great nobles of Shāh Jahān, it was written, "Zafar Khān made an album with a selection of the poems of every poet who had been connected with him by ties of intimacy, written in their own handwriting, with the likeness (painting) of the poet on the back of the page."
  These and other historical references, together with the albums and album pages still known, are evidence of the importance that these anthologies held within the cultural aesthetic of Mughal India.


Remaining pages suggest that the combination of illustrations with calligraphies was common, but arranged so that two facing pages of calligraphy alternated with facing illustrations.  In the most carefully composed albums, marginal designs facing across the gutter of the book were symmetrical, and the entire spread was intended to form a single composition (see cat. nos. 129h, 129i).  The elements of the composition, however, could be disparate:  paintings of different dates, from distinct sources, and of different sizes were often combined on one page; calligraphies were chosen because of their size or their format as well as their beauty and content, and passages were sometimes trimmed to fit the available space.  The effect, nonetheless, could be sumptuous.


The calligraphies in imperial Mughal albums were almost exclusively examples written by Mir `Ali [Mir `Ali al-Hosayni al-Heravi], although the pages could be signed with a variety of different names:  `Ali, Faqir `Ali, `Ali al-Kāteb, `Ali al-Soltāni, and so on (see cat. nos. 128a, 128d, 129g-i).  He was active from about 1513 to 1543, but purported examples of his work are so profuse that it is thought many were written by followers, sometimes piously, sometimes with an eye to market value.


Paintings and drawings made as independent works, and not for inclusion in a manuscript, were also placed in albums, as were earlier illustrations--including manuscript pages separated from their original volumes (cat. nos. 128b, 128c).  And by the eighteenth century, European travelers in India were themselves assembling the pictures they collected into albums.  Because they were not constrained by established traditions of narrative depiction, album pages provide the most direct means of understanding the visual materials available--and appealing--to different patrons at different times and places.


Without question, the greatest Mughal album was the volume or volumes composed for Jahāngir (r. 1605-27), begun even before his accession in 1605 (cat. no. 128).  The variety of works included among its pages and the inventiveness of its marginal decorations were never again equaled.  By contrast, the albums made for Shāh Jahān (cat. nos. 129) were calculatedly opulent, and often the border figures were painted by the same artist as the central panel, denying a contrast that enlivened Jahāngir's album pages.  They are in every way the product of the taste that produced the Tāj Mahal.

Cat. No. 128a-d. 

[CPT]TWO PAGES FROM THE GOLSHAN ALBUM

[CPB]India, Mughal, assembled early 17th century

Page 42.4 x 26.5 cm

[GT]The remaining portions of an imperial album assembled for the Mughal emperor Jahāngir are unrivaled documents of the varied artistic contacts then available to court artists, as well as of Jahāngir's personal interests and taste.  Because they contain several of the earliest Mughal paintings known, these album pages provide important information on the origin and evolution of the distinctively Mughal style.  These earliest paintings were probably removed from albums and manuscripts first assembled during the rule of Homāyun and the young Akbar and incorporated into these newly formed, sumptuously imperial volumes.


Persian, Turkish, and Deccani paintings and drawings as well as European works were also included within the album.  Like the several known paintings of Jahāngir receiving at court rulers from far corners of the world
--symbolic statements rather than documentation of actual events--these album pages helped to reinforce the emperor's perception of the centrality of his power and the extent of his contacts.  The illustrations, arranged on symmetrically designed facing pages, alternated with double-pages of calligraphy.  The majority of the latter bear the signature of Mir `Ali, the great Persian scribe, whose work became the standard of excellence for contemporary Mughal calligraphers.


Major groups of pages from this album are now in the former imperial library, Tehrān (where they are known as the Golshan Album),
 and the Staatsbibliothek Preussischer Kulturbesitz, Berlin (Libr. Pict. A117).
  Additional pages are in several American and European museums, or in private collections.
  They were all almost certainly intended for a single anthology.


These two illustrations, probably showing specific historical incidents, could originally have been intended either for inclusion in a historical manuscript or as individual album pages.  Whatever their original context, they were placed in the great Jahāngir album early in the seventeenth century.  At this time they were also surrounded with these distinctive and elaborate marginal decorations.  Homāyun and His Brothers in a Landscape, by Dust-Mohammad, a Jahāngiri album page in the Staatsbibliothek Preussischer Kulturbesitz, Berlin (Libr. Pict. A117, fol. 15a),
 is surrounded now by marginal designs identical to those of Teymur on the Battlefield (cat. no. 128b).  Recent research has suggested that the Berlin page shows a historically identifiable scene in which Emperor Homāyun visited orange gardens in the mountain passes outside Kābul.
  The Berlin page and the two included here are of unusually large size and might have been grouped together in the album within a sequence of historical scenes.  A narrow strip, and perhaps the buildings at the upper right, were added to Teymur on the Battlefield, probably to ensure that its size exactly matched that of the facing illustration.


It is difficult to know the exact episodes shown in these two illustrations, or the identity of the unusually bushy-bearded figure central to each work.  Whether or not they are exact portraits, the physiognomy is specific, and the parasols and costumes indicate that the figure is of imperial rank; indeed, the extraordinarily sumptuous and brilliantly painted armor seen in Teymur's Army in Procession (cat. no. 128c) suggests that the man is of unusual importance.  Clearly not one of the Mughal emperors, he is almost certainly Teymur, and the pages might thus have been intended for a Zafarnāmé or Teymurnāmé manuscript.  In the Zafarnāmé (Book of victories), accounts of the conquest of Aleppo and Damascus refer to the presence of elephants taken during the Indian campaign, and state that their trunks moved like serpents in the air.  Teymur himself is described as being as bright as the sky, while the earth was turned to mud by the amount of blood spilled.
  Given the visual characteristics of these two illustrations, those campaigns could be the subjects of these scenes.


Both Teymur on the Battlefield and Teymur's Army in Procession seem to have been designed by a master artist but completed by other hands.  The rich, dense compositions of both works derive directly from the formulas basic to Safavid Persian painting.  The vivid, highly differentiated facial types seen in Teymur on the Battlefield, however, have their closest parallels in such early Mughal illustrations as the great Hamzénāmé manuscript.
  The furrowed brows, bug-eyed expressions, and strongly modeled faces are typical of this early period of Mughal art, although they were soon replaced by subtler facial expressions and a smoother definition of volumes (e.g., cat. no. 135).  The design of these two scenes can be attributed to a painter who combined the unrivaled Persian sense for decorative pattern and the aesthetic impact of technical bravado with the Mughal wish for greater physical immediacy of the narrative and human figures.  Already in the period of Homāyun's rule these two goals were clearly expressed:  the first in the works of such émigré Persian artists as Mir Sayyed `Ali, `Abdossamad, and Dust-Mohammad; the latter in the anonymous illustrations of the dispersed Fitzwilliam Album.
  In the most stylistically advanced pages of the Hamzénāmé, these ideals came together to define a distinctive new tradition of painting.  


Of these Persian masters, it is to Dust-Mohammad that both of these works most closely correspond.  He is the most stylistically idiosyncratic and individualistic of the three painters, and he too worked often in a large format.  Before Dust-Mohammad moved to India, his student Shaykh-Mohammad evolved an equally unusual style, one in which forms were often shaded to produce a sense of three-dimensional volume, and faces--never presented as ideal types--were full of inner life and emotional drama.  The painter Bhagavati, who evidently became a disciple of Dust-Mohammad in India, also followed his master's expressive distortions of proportion, physical balance, and facial type.
  Dust-Mohammad thus clearly had considerable influence on the artists he trained.


Designed by an artist in the circle of Dust-Mohammad, rather than by the elder painter himself, both scenes are nonetheless of immense importance in defining the evolution of the imperial Akbari style.  While in concept and design of Persian origin, the colors in Teymur on the Battlefield, or the bold, rather simple patterns found in the elephant trappings or on the armor of the central horse, suggest that one of the artists had earlier been trained in Indian styles--as does the roughness of some details.  Teymur's Army in Procession shares these characteristics, but it might have been completed at the end of the sixteenth century.  The musicians at the upper right reflect the precise realism that developed in Mughal art after about 1580, while the figure just below the central horseman corresponds to styles practiced in the circle of another Iranian émigré artist, Āqā Rezā Jahāngiri, and his disciple Mirzā-Gholām about 1600.
  These details make both works important documents for understanding the rapid evolution of the new Mughal style.


The elegant, expressively quiet figures found in the margins surrounding the calligraphic panels of both pages are quite different in spirit from the boisterous, gesticulating characters inhabiting the two illustrations, and this change provides the basic structure for apprehending further developments of Mughal painting.  The figures on the reverse of Teymur's Army in Procession cannot yet be attributed to a specific hand, but the angelic figures show that the artist was influenced directly by European prints.  The depiction of an artist at the bottom right of cat. no. 128d is presumably a self-portrait.


Europe was clearly an influence on the second marginalist also, as is clear from the figure of a draped angel leaning on a column (cat. no. 128a).  At the top left is a machine, evidently for making thread, and a male figure in European dress.  In this case, the painter can be identified as Nar Singh, an artist who worked on several imperial manuscripts including a dispersed Akbarnāmé of about 1596
 and the Khamsé of Mir `Ali-Shir Navā'i, circa 1604, in the Royal Library, Windsor Castle (Ms. A.8).
  Two additional folios of marginal designs by the artist are also known; one is among the Jahāngir album pages in Berlin (fol. 6a), and a second is in the Freer Gallery of Art (52.2).
  All three show European stylistic influences and include a woman in European dress.  


The calligraphy of cat. no. 128a reads (trans. W. Thackston):

[EX]

A riddle on the name Fasih:

The rival gave advice to that elegant-statured one, saying, "Do not smile coquettishly in everyone's face like the rose."  When the advice passed all limits, that impudent one tied a knot at the corner of his eyebrow and hung his head down.


Written by the sinful slave, Mir `Ali al-Soltāni--may God cover his faults--in the year [A.H.] 950 [1543-44].

[GT]
The calligraphy of cat. no. 128d reads (trans. W. Thackston):

[EX]

Your beautiful countenance, object of jealousy of Azar's idols, no matter how I describe you, you are more beautiful than that.  For as long as the celestial spheres have been making designs no one had been given such attractiveness.  I do not know whether you are a houri, a child of Adam, or a fairy.  Oh beautiful painter of China, go look at his beautiful countenance and either paint a figure as beautiful or give up painting.  Khosrow is a stranger and a begger in your city:  might you cast a glance in the direction of a poor stranger for God's sake?

Written by the sinful slave, `Ali the Scribe.  Written for my precious son, Bāyazid.

[PP]Published:  M. Brand and G. D. Lowry, Akbar's India: Art from the Mughal City of Victory (New York: Asia Society Galleries, 1985), no. 3 (cat. no. 128b only). 

[SAT]128a. Nasta`liq Calligraphy  [SOL](verso)

[CPB]Signed by Mir `Ali al-Soltāni (Mir `Ali)

Bokhārā, dated 1543-44

Margin figures attributed here to Nar Singh, India, Mughal, ca. 1605

Opaque watercolor, ink, and gold on paper

Page 42 x 26.4 cm

[SAT]128b. Teymur on the Battlefield  [SOL](recto)

[CPB]India, Mughal, ca. 1570

Opaque watercolor, ink, and gold on paper

Illustration 35.1 x 21.5 cm

[SAT]128c. Teymur's Army in Procession [SOL](verso)

[CPB]India, Mughal, ca. 1570-1600

Opaque watercolor, ink, and gold on paper

Illustration 35.7 x 20.8 cm 

[SAT]128d. Nasta`liq Calligraphy  [SOL](recto)

[CPB]Signed by `Ali al-Kāteb (Mir `Ali)

Bokhārā, ca. 1540

Margin figures India, Mughal, ca. 1605

Opaque watercolor, ink, and gold on paper

Page 42 x 26.4 cm

Cat. No. 129a-i. 

[CPT]TEN PAGES FROM THE LATE SHĀH JAHĀN ALBUM
[CPB]India, Mughal, assembled ca. 1650

[GT]Approximately one hundred pages from an imperial album appeared on the art market in Paris about 1909, the majority of the pages mid-seventeenth century in style.
  Most of the illustrations are portraits, and many show the elderly Shāh Jahān; none show his successors.  The volume must therefore have been made and assembled about 1650.  


After being removed from the album, many of the pages were split, and obverses and reverses then sold separately.  Thus, while it is possible to suggest which images or calligraphies faced each other in the original volume by matching the marginal designs, the separation of front and back sides makes it impossible to reconstruct authoritatively the sequence of folios.

[PP]Provenance:  Baron Maurice de Rothschild collection

[SAT]129a. Akbar Giving a Sarpich to Jahāngir  [SOL](overleaf) 

[CPB]India, Mughal, ca. 1650

Opaque watercolor on paper

Page 36>9 x 25.2 cm, illustration 20.3 x 13.7 cm

[GT]A sarpich, a jeweled ornament worn at the front of a turban, is a symbol of power, prestige, and wealth.  This particular image, which shows a sarpich passed from father to son, affirms thhe wrote, "an oratory had been arranged, and books placed, and gilded pen-cases, and splendid portfolios, and entertaining picture-books [moraqqa`, or albums] written in beautiful character."
  Such albums were a popular means to organize a collection of individual pictures or calligraphies.  For example, Abol-Fazl later wrote of Akbar:  "His Majesty himself sat for his likeness, and also ordered to have the likenesses taken of all the grandees of the realm.  An immense album was thus formed . . ."
  Of Zafar Khān, one of the great nobles of Shāh Jahān, it was written, "Zafar Khān made an album with a selection of the poems of every poet who had been connected with him by ties of intimacy, written in their own handwriting, with the likeness (painting) of the poet on the back of the page."
  These and other historical references, together with the albums and album pages still known, are evidence of the importance that these anthologies held within the cultural aesthetic of Mughal India.


Remaining pages suggest that the combination of illustrations with calligraphies was common, but arranged so that two facing pages of calligraphy alternated with facing illustrations.  In the most carefully composed albums, marginal designs facing across the gutter of the book were symmetrical, and the entire spread was intended to form a single composition (see cat. nos. 129h, 129i).  The elements of the composition, however, could be disparate:  paintings of different dates, from distinct sources, and of different sizes were often combined on one page; calligraphies were chosen because of their size or their format as well as their beauty and content, and passages were sometimes trimmed to fit the available space.  The effect, nonetheless, could be sumptuous.


The calligraphies in imperial Mughal albums were almost exclusively examples written by Mir `Ali [Mir `Ali al-Hosayni al-Heravi], although the pages could be signed with a variety of different names:  `Ali, Faqir `Ali, `Ali al-Kāteb, `Ali al-Soltāni, and so on (see cat. nos. 128a, 128d, 129g-i).  He was active from about 1513 to 1543, but purported examples of his work are so profuse that it is thought many were written by followers, sometimes piously, sometimes with an eye to market value.


Paintings and drawings made as independent works, and not for inclusion in a manuscript, were also placed in albums, as were earlier illustrations--including manuscript pages separated from their original volumes (cat. nos. 128b, 128c).  And by the eighteenth century, European travelers in India were themselves assembling the pictures they collected into albums.  Because they were not constrained by established traditions of narrative depiction, album pages provide the most direct means of understanding the visual materials available--and appealing--to different patrons at different times and places.


Without question, the greatest Mughal album was the volume or volumes composed for Jahāngir (r. 1605-27), begun even before his accession in 1605 (cat. no. 128).  The variety of works included among its pages and the inventiveness of its marginal decorations were never again equaled.  By contrast, the albums made for Shāh Jahān (cat. nos. 129) were calculatedly opulent, and often the border figures were painted by the same artist as the central panel, denying a contrast that enlivened Jahāngir's album pages.  They are in every way the product of the taste that produced the Tāj Mahal.

Cat. No. 128a-d. 

[CPT]TWO PAGES FROM THE GOLSHAN ALBUM

[CPB]India, Mughal, assembled early 17th century

Page 42.4 x 26.5 cm

[GT]The remaining portions of an imperial album assembled for the Mughal emperor Jahāngir are unrivaled documents of the varied artistic contacts then available to court artists, as well as of Jahāngir's personal interests and taste.  Because they contain several of the earliest Mughal paintings known, these album pages provide important information on the origin and evolution of the distinctively Mughal style.  These earliest paintings were probably removed from albums and manuscripts first assembled during the rule of Homāyun and the young Akbar and incorporated into these newly formed, sumptuously imperial volumes.


Persian, Turkish, and Deccani paintings and drawings as well as European works were also included within the album.  Like the several known paintings of Jahāngir receiving at court rulers from far corners of the world
--symbolic statements rather than documentation of actual events--these album pages helped to reinforce the emperor's perception of the centrality of his power and the extent of his contacts.  The illustrations, arranged on symmetrically designed facing pages, alternated with double-pages of calligraphy.  The majority of the latter bear the signature of Mir `Ali, the great Persian scribe, whose work became the standard of excellence for contemporary Mughal calligraphers.


Major groups of pages from this album are now in the former imperial library, Tehrān (where they are known as the Golshan Album),
 and the Staatsbibliothek Preussischer Kulturbesitz, Berlin (Libr. Pict. A117).
  Additional pages are in several American and European museums, or in private collections.
  They were all almost certainly intended for a single anthology.


These two illustrations, probably showing specific historical incidents, could originally have been intended either for inclusion in a historical manuscript or as individual album pages.  Whatever their original context, they were placed in the great Jahāngir album early in the seventeenth century.  At this time they were also surrounded with these distinctive and elaborate marginal decorations.  Homāyun and His Brothers in a Landsc..
, by Dust-



























































































































































































































































































































































































































































































































































































































































































































































































ahāngiri, Mirzā-Gholām, and Salim-Qoli), the volume is an important document for defining Jahāngir's patronage and taste.  In this regard, the manuscript can be best compared to the Kolliyyāt of Sa`di of circa 1604 (Prince Sadruddin Aga Khān collection),
 as well as to the Anvār-e Soheyli (Lights of Canopus) of circa 1604-10 (British Library, Add. ms. 18579).


[PP]Provenance:  Goelet collection; Baron Maurice de Rothschild collection; Heeramaneck collection

Published:  I. Stchoukine, "Un bustan de Sa`di illustré par des artistes maghols," Revue des arts asiatiques 12 (1937), pp. 68-74; E. J. Grube, The Classical Style in Islamic Painting: The Early School of Herat and Its Impact on Islamic Painting of the Later 15th, 16th, and 17th Centuries (Lugano: Edizioni Oriens, 1968), no. 98; Falk, Treasures of Islam, no. 136; S. C. Welch, A Flower from Every Meadow (New York: Asia Society Galleries, 1973), no. 62.  For the text of the work, see G. M. Wickens, trans., Morals Pointed and Tales Adorned: The Bustan of Sa`di (Leiden: E. J. Brill, 1974).  

[SAT] Colophon  [SOL](fol. 198r)

[SAT] Illuminated page  [SOL](fol. 1v)

[SAT]137a. Tale 1: The Inscription of Jamshid  [SOL](fol. 23v, facing page)

[CPB]Ref.:  Wickens, p. 30


[GT]Among the most brilliant paintings in the book, the artist of this scene also painted cat. no. 137v, as well as illustrations for a contemporary Kolliyyāt of Sa`di in the collection of Prince Sadruddin Aga Khan.
  His identity has not been determined.

[SAT]137b. Tale 2: Dārā and the Herdsman  [SOL](fol. 24v)

[CPB]Ref.:  Wickens, p. 31

[GT]In the great Persian Bustān manuscript dated 1488, the artist Behzād created a composition for this scene that became a standard model for later artists in both Iran and India;
 one later version from Bokhārā was known to have been in Jahāngir's library
 (see also cat. no. 73b).  Nonetheless, the artist here, while matching the technical prowess and emotional restraint of the Persian style, created a new and vital interpretation of the scene.  He emphasized the human encounter between the Persian king and his herdsman, a man whom he should have recognized as a familiar figure of his household.  Dārā (Darius) then received a lecture:  "It is in high station a condition of living that you should know who each inferior is."


[SAT]137c. Tale 8: A Fire in Baghdad  [SOL](fol. 31v)

[CPB]Ref.:  Wickens, p. 39

[SAT]137d. Tale 15: The King of Ghur and the Peasant  [SOL](fol. 44v)

[CPB]Ref.:  Wickens, p. 54

[SAT]137e. Tale 20:  Ebrāhim Receiving a Zoroastrian  [SOL](fol. 58v)

[CPB]Attributed here to Abol-Hasan

Ref.:  Wickens, p. 71

[GT]Abol-Hasan was the son an émigré Iranian painter, Āqā Rezā Jahāngiri (see cat. no. 137g), and--since he was born about 1588--this was painted while he was still a youth.  He became the favorite painter of Emperor Jahāngir and one of the greatest Mughal portraitists.
 

[SAT]137f. Tale 31: The Devotee and the Fox  [SOL](fol. 67v, facing page)

[CPB]Attributed here to Abol-Hasan

Ref.:  Wickens, p. 83

[SAT]137g. Tale 37: The King and the Muleteer  [SOL](fol. 75v, facing page)

[CPB]Attributed here to Āqā Rezā Jahāngiri
Ref.:  Wickens, p. 90

[GT]Comparison of this painting (cat. no. 137p) by Āqā Rezā Jahāngiri with those by his son, Abol-Hasan (see cat. nos. 137e, 137f), shows the more conservative style of the elder master.  Abol-Hasan, born and trained in India, more easily adapted to the new Mughal interest in physical volume and space than his father.  Rezā's style remained close to the court style of Shāh `Abbās and should be compared especially to the Safavid Makhzanol-asrār manuscript illustrated in Esfahān about 1614 (cat. no. 110).

[SAT]137h. Tale 43: The Son of the Beggar and the Daughter of the King  [SOL](fol. 83)

[CPB]Ref.:  Wickens, p. 102

[SAT]137i. Tale 51: The Man with Iron Gloves and the Lion  [SOL](fol. 89)

[CPB]Attributed here to Mirzā-Gholām

Ref.: Wickens, p. 110

[GT]Mirzā-Gholām was a particularly eccentric artist, whose use of figure types, space, and color never conformed to the mainstream Mughal style.
  His paintings are often closely related to those of Āqā Rezā Jahāngiri, and they worked together on several manuscripts, most notably the Anvār-e Soheyli of 1604-10 (British Library, Add. ms. 18579).
  Both artists, and Abol-Hasan, were employed by Jahāngir before he became emperor; of the three, only Abol-Hasan was able to sustain Jahāngir's interest and patronage after his accession.  

[SAT]137j. Tale 55: Sa`di and the Dervish of Fāryāb  [SOL](fol. 92)

[CPB]Inscribed to Dowlat

Ref.:  Wickens, p. 113

[GT]The inscription, written in tiny letters beneath the oarsman in the stern of the boat, reads:  "The humble work of the khānézād [i.e., born in the royal household] Dowlat Mohammad."  Dowlat came to maturity as an artist at the end of Akbar's reign, with his greatest works being painted for Jahāngir.
  Cat. no. 137m can also be attributed to the artist. 

[SAT]137k. Tale 65: Jesus and the Arrogant Hermit  [SOL](fol. 101v)

[CPB]Ref.: Wickens, p. 125

[GT]The figure of Jesus was adapted directly from an unidentified European print or painting.

[SAT]137l. Tale 67: The Pious Man and the Drunkard  [SOL](fol. 109)

[CPB]Attributed here to Padarath

Ref.: Wickens, p. 130

[GT]Like cat. no. 137t, this illustration is attributed to Padarath, an artist who worked for both Akbar and Jahāngir.  His distinctively low-waisted, large-headed figures never developed the convincing physical naturalism demanded by Jahāngir, and thus Padarath's imperial commissions were relatively infrequent.
  His illustrations are included in the two dispersed imperial Akbarnāmé manuscripts,
 as well as three volumes in the British Library:  a Bābornāmé of circa 1591 (Or. ms. 3714),
 the Nafahātol-ons (Fragrances of intimacy) of 1603 (Or. ms. 1362, fol. 150), and the 1604-10 Anvār-e Soheyli (Add. ms. 18579).
 

[SAT]137m. Tale 90: The Archer of Ardabil  [SOL](fol. 127)

[CPB]Attributed here to Dowlat

Ref.: Wickens, p. 157; for reference to the artist, see cat. no. 137j.

[SAT]137n. Tale 104: The Glutton Punished  [SOL](fol. 136v)

[CPB]Attributed here to Sur Dās Gujarati

Ref.: Wickens, p. 169

[GT]Sur Dās Gujarati worked on most of the major manuscripts made at the end of Akbar's reign, and his paintings are remarkably consistent in style.  Many Mughal painters used and repeated recognizable figure types in their work.  Those of Sur Dās were notable for prominent lower jaws when seen in profile.  In this and other details, this page is virtually indistinguishable from illustrations made for the circa 1596 Akbarnāmé manuscript.
  Sur Dās was the father of the painter Singha, who worked on several manuscripts not of imperial caliber.

[SAT]137o. Tale 114: The Secret Disclosed  [SOL](fol. 143v)

[CPB]Ref.: Wickens, p. 178

[SAT]137p. Tale 119: The Young Girl and the Old Man  [SOL](fol. 147, facing page)

[CPB]Attributed to Āqā Rezā Jahāngiri 
Ref.: Wickens, p. 182; for reference to the artist, see cat. no. 137g.

[SAT]137q. Tale 136: The Thief and the Beggar  [SOL](fol. 169, facing page)

[CPB]Possibly by Āqā Rezā Jahāngiri


Ref.: Wickens, p. 211

[SAT]137r. Tale 140: Sa`di and the Idol of Somnāth  [SOL](fol. 174)

[CPB]Attributed here to Salim-Qoli

Ref.: Wickens, p. 214

[GT]Along with Āqā Rezā Jahāngiri, Abol-Hasan, and Mirzā-Gholām, the artist Salim-Qoli worked for Prince Salim (Jahāngir) during the rebellious years when, in defiance of his father, he established an independent court at Allāhābād.  He contributed to a Raj Kunvar manuscript (Chester Beatty Library, Dublin, no. 37) at that time, and to the great Anvār-e Soheyli begun in 1604 (British Library, London, Add. ms. 18579).
  A page from Jahāngir's albums (Nelson-Atkins Museum of Art, Kansas City, 48.12/1), bears margin designs of gardeners at work, together with his signature.
  A depiction of The Funeral of Eskandar (British Museum, 1937-7-10-0330) is also signed by the artist, and these works as a group allow us to attribute this page and several additional works to the artist:  Court Scene (Bodleian Library, Oxford, Ouseley Add. 175, fol. 3r),
 and Majnun in the Desert, from a Selselatozzahab manuscript dated A.H. 1022/1633 (Chester Beatty Library, Dublin, Ms. 8, fol. 61).
  The latter work seems to have been commissioned by a nobleman, suggesting that the awkwardnesses of Salim-Qoli's style forced him to leave the imperial studios to find work elsewhere.

[SAT]137s. Tale 142:  The Old Man and the Physician  [SOL](fol. 176)

[CPB]Attributed here to Abol-Hasan

Ref.: Wickens, p. 222(?); for reference to the artist, see cat. no. 137e. 

[SAT]215z. Tale 147: Two Enemies  [SOL](fol. 183)

[CPB]Attributed here to Padarath

Ref.: Wickens, p. 228; for reference to the artist, see cat. no. 137l.

[SAT]137u. Tale 149: The Old Man Who Reared a Wolf  [SOL](fol. 186v)

[CPB]Possibly by Beshan Dās

Ref.: Wickens, p. 231

[GT]By 1613, when he was chosen to accompany an imperial embassy to the court of Shāh `Abbās at Esfahān, Beshan Dās was renowned as a portraitist.
  His earliest works, however, show greater strength in narrative, or in the depiction of court events.  A page in the British Library Anvār-e Soheyli (Add. 18579, fol. 320a) includes an especially lively harem scene,
 and it is in the portrayal of women that Beshan Dās excelled.  A scene of The Birth of Jahāngir (Museum of Fine Arts, Boston, 14.657), which includes quite specific female portraits, is especially important.
  The style of the women in the slightly later Anvār-e Soheyli scene provides the basis for the attribution here. 

[SAT]137v. Tale 160: The Muezzin and the Drunkard  [SOL](fol. 196v)

[CPB]Ref. Wickens, p. 244; see comments for cat. no. 137a. 

[SH1]MISCELLANEOUS WORKS

[GT]These illustrations and calligraphies were made as single works, although it would have been usual to assemble them eventually into an album.

Cat. No. 138. 

[CPT]SEATED NOBLEMAN

[CPB]India, Mughal, last quarter 17th century

Opaque watercolor on paper

Page 21.5 x 13.1 cm, illustration 18.3 x 9.7 cm

[GT]The name, Rezqollāh, inscribed on the reverse of this work in both Persian and Hindi, has not yet been identified with any historical figure. 


Compared to the depiction of Mollā Shāh (cat. no. 129f), the broader, less miniaturistic technique used here suggests a date later in the seventeenth century.  The characterization remains remarkable, however, and works such as this had considerable effect on the burgeoning schools of painting that were developing in India outside Mughal territories.

[PP]Published:  T. Falk, Indian Painting (London: P. and D. Colnaghi, 1978), no. 30

Cat. No. 139. 

[CPT]CALLIGRAPHY

[CPB]Copied by Nur Jahān

India, Mughal, dated 1619-20 

Ink on tinted paper

Calligraphy 6 x 2.2 cm

[GT]When Nur Jahān married Emperor Jahāngir, becoming the favorite and most powerful of his wives, she assumed a position for which she had long been prepared.  Her father, Ghiyās Beyg, better known by his title E`temādoddowlé, had become the most powerful noble at the imperial court.  Not only did his daughter marry Jahāngir, but his granddaughter, Momtāz Mahal (daughter of his son Āsaf Khān), would marry Shāh Jahān.  Momtāz Mahal's sister, Farzāné Beygom, married Ja`far Khān, son of her father's sister;
 and this paternal aunt herself had married Sādeq Khān, the son of E`temādoddowlé's brother.  These unions indicate the calculations by which marriage kept power within the family, and the family closely tied to the emperor.  


Few examples of Nur Jahān's writing are known.  This passage, probably quoted from the Malfuzāt (Dictums) of Teymur, reads (trans. W. Thackston):  "Dictum of Sāheb-Qerān [Teymur]: In a country that has much commerce and craftsmanship, want disappears from the land, the subjects abstain from crime,and the royal treasury attains power without enforcement from royal authority and is cause for regal pleasure.  Copied by Nur Jahān in the year 1029 [1619-20]."

Cat. No. 140. 

[CPT]SHĀH SOLEYMĀN
[CPB]India, Deccan at Golconda, ca. 1680

Opaque watercolor on paper

Painting 19 x 12 cm

[GT]This portrait of a great-great-grandson of the Safavid Shāh `Abbās is a popular equivalent of the Persian court portraits painted by Mohammad-Zamān or Shaykh `Abbāsi.
  An almost identical (but less carefully executed) portrait, in the Witsen Album in the Rijksmuseum, Amsterdam, was probably obtained in 1686 by Laurens Pit, Dutch ambassador to the last king of Golconda.  The identification there is inscribed on the reverse in Persian and Dutch.
  Series of paintings in this style include portraits of the kings of Golconda, the rulers of Bijapur, and Mughal emperors and nobles.  They were almost certainly made for sale outside the court circles.

Cat. No. 141a, b. 

[CPT]TWO PAGES FROM THE FRASER ANTHOLOGY

[CPB]India, Company period, assembled between 1815 and 1820

[GT]A group of ninety Indian paintings was discovered in 1979 among family papers owned by descendants of James and William Fraser, two brothers who had lived and traveled in India early in the nineteenth century.
  While James Baillie Fraser was himself an artist of note, the paintings had been commissioned with the assistance of William, a servant of the East India Company, who left England in 1801 at the age of seventeen and never returned.  James intended to form a thorough survey of the peoples of the hill regions and areas of Rajasthan with which his brother was familiar.  More than one Indian artist was employed on the series, one of them almost certainly being Gholām-`Ali Khān (see cat. no. 142).  The results include many of the finest images made in India from the mid-eighteenth to mid-nineteenth century, the period of East India Company dominance. 

[PP]Provenance:  Fraser collection

[SAT]141a. Hindu Dignitary with Attendants and Musician 

[CPB]India, Company period, Delhi, ca. 1820

Opaque watercolor on paper

Page 30.7 x 41.8 cm

[SAT]141b. Three Men from Patiala

[CPB]India, Company period, Delhi or Patiala, ca. 1817

Opaque watercolor on paper

Page 22 x 30.5 cm

[GT]The figures in cat. no. 141b are inscribed with the following numbered identifications (as published with original spellings in Archer and Falk):
  1) Nuthooah, a Ballooch, a camel rider belonging to the Rajah of Puttealah's son, an inhabitant of Puttealeh; 2) Oonrul Ram, a Brahmin, an inhabitant of Turkuree near Sirhind, Darogha of the Raja's Library; and 3) Maee Dutta, a Brahmin, native of Puttealah, Jemmadar of the troops.

Cat. No. 142. 

[CPT]BAHĀDOR SHĀH II ENTHRONED WITH MIRZĀ FAKHRODDIN
[CPB]By Gholām-`Ali Khān

India, Mughal, dated 1837-38

Opaque watercolor on paper

Painting 31 x 36.5 cm

[GT]Several inscriptions (trans. W. Thackston) are found written across the architecture: 

[EX]

Blessed portrait of His Divine Highness, caliph of the age, Pādshāh as glorious as Jamshid, surrounded by hosts of angels, prince shadow of God, refuge of Islam, protector of the Mohammadan religion, propagator of the Muslim community, offspring of the house of Gurkān [Teymur], scion of the dynasty of the Sāheb-Qerān [Teymur], greatest emperor, mightiest king of kings, emperor son of emperor, soltān son of soltān, possessed of glories and maghāzi, true patron, virtual lord, Abu Zafar Serājoddin Mohammad Bahādor Pādshāh-e Ghāzi--may God perpetuate his kingdom and rule and cause his blessing and grace to emanate upon the universe.  In the month of Rabi` I of the year 1253 [1837-38], corresponding to the Year I of the glorious accession.

[GT]Behind the heir apparent, standing at the left:  

[EX]

Portrait of the lord of the world and worldlings, offspring of the leader of the earth and those who dwell therein, Mirzā Mohammad-Soltān Fakhroddin Fathol-Mulk Shāh Bahādor--may his glory remain forever.

[GT]Behind the younger son, to the right:  

[EX]

Portrait of the offspring of the leader of the horizons, Mirzā Farkhondé Bahādor.

[GT]Behind the figure standing to the right: 

[EX]

Portrait of His Highness . . . Mirzā Mughul Beyg Khān Bahādor Nosrat-Jang.

[GT]On the chair: 

[EX]

Done by the hereditary slave [to the dynasty] Gholām-`Ali Khān the portraitist, resident at Shāhjahānābād [Delhi].

[GT]
Two decades before his exile to Burma following the War of Independence--or the Great Mutiny, depending on the viewpoint--the last Mughal emperor, Bahādor Shāh II (r. 1837-58), is shown enthroned, and the scene is far from majestic.  He sits on a platform built over the Stream of Paradise, an interior waterway within the palace at Delhi.  A textile suspended behind the throne covers the jalis, pierced marble screens through which one could earlier see a succession of palace spaces.  Contemporary British travelers have provided descriptions of the palace at about this time, and they explain why the formerly open and airy vistas might have been masked.  On December 31, 1824, for example, Bishop Reginald Heber was presented to Emperor Akbar Shāh II (r. 1806-37), the father of Bahādor Shāh II, in the fort at Delhi:

[EX]

We were received with presented arms by the troops of the palace drawn up within the barbican, and proceeded, still on our elephants, through the noblest gateway and vestibule I ever saw . . . This ended in a ruinous and exceedingly dirty stable-yard! where we were received by Captain Grant, as the Mogul's officer on guard, and by a number of elderly men with large gold-headed canes, the usual ensign of office here . . . We were now told to dismount and proceed on foot, a task which the late rain made inconvenient to my gown and cassock, and thin shoes, and during which we were pestered by a fresh swarm of miserable beggars, the wives and children of the stable servants.  After this we passed through another richly-carved, but ruinous and dirty gateway, where our guides, withdrawing a canvass screen, called out, in a sort of harsh chaunt, "Lo, the ornament of the world! Lo, the asylum of nations! King of Kings! The Emperor Acbar Shah! Just, fortunate, victorious!" . . . Opposite to us was a beautiful open pavilion of white marble, richly carved, flanked by rose-bushes and fountains, and some tapestry and striped curtains hanging in festoons about it, within which was a crowd of people, and the poor old descendant of Tamerlane seated in the midst of them . . . All, however, was desolate, dirty, and forlorn . . . I thought of the famous Persian line, "The spider hangs her tapestry in the palace of the Caesars;" and felt a melancholy interest in comparing the present state of this poor family with what it was 200 years ago. . . .

[GT]And describing a glimpse he had that day of the former public audience hall (divān-e `ām) built by Shāh Jahān, he stated:

[EX]

This hall, when we saw it, was full of lumber of all descriptions, broken palanquins and empty boxes, and the throne so covered with pigeon's dung, that its ornaments were hardly discernible.  How little did Shahjehan, the founder of these fine buildings, foresee what would be the fate of his descendants, or what his own would be!  "Vanity of vanities!" was surely never written in more legible characters than on the dilapidated arcades of Delhi!


[GT]
Mirzā Mohammad-Soltān Fakhroddin, shown standing to the left, became heir apparent to the Mughal throne following the death of his elder brother Dārā Bakht in 1849.  A photograph of a painting of the prince has also survived, together with a group of his personal seals and their impressions (see cat. no. 144; for a farmān issued by Bahādor Shāh II, see cat. no. 143).


Gholām-`Ali Khān was one of the finest painters working in Delhi in the early nineteenth century.  A portrait of Akbar Shāh II in the India Office Library, London (Add. or. 2538), bears an important Persian inscription on the reverse, together with an English translation written by Lord Amherst.  This translation reads in part:  "By His Majesty's devoted, faithful servant Gholām-`Ali Khān Painter."
  Besides such official portraits of the emperors, the artist is known to have painted studies of English officers and contemporary native types; the best-known examples are those in the Skinner Album.
  That artists with access to the palace and its collections could work also for other patrons is meaningful.  The relative wealth of the British community in and near the city, and its eagerness to commission "Mughal paintings" to take back to England, explains in part the quantity of copies of earlier imperial works that were made at the time.  Gholām-`Ali Khān was certainly involved with this market.  It revivified the ancient and very acceptable practice of making copies or duplicate versions of contemporary and earlier compositions.  Two alternate versions of this specific portrait are also known,
 but this is the only version with an artist's signature. 

[PP]Published:  Sotheby's, July 7, 1980, lot 150

Cat. No. 143. 

[CPT]FARMĀN OF BAHĀDOR SHĀH
[CPB]India, Mughal, dated 1842-43

Opaque watercolor, ink, and gold on paper

Page 107 x 58 cm

[GT]This farmān (decree) officially announced that Mirzā Mohammad Jahānshāh Bahādor, son of Emperor Abol-Nasr Mo`inoddin Mohammad Akbar Shāh (r. 1806-37) and brother of Emperor Bahādor Shāh II (see cat. no. 142), was going on a hunting trip, and it urges that he be well treated and received.


The toghrā (calligraphic monogram) placed above the farmān text reads:  "Farmān of Abu Zafar Serājoddin Mohammad Bahādor Shāh, Pādshāh-e Ghāzi [the warrior king]."


Both here and in the inscription on the portrait of Bahādor Shāh II, the continuing importance of the Teymurid source of Mughal power is clearly stated.  The seal, which is dated in the first regnal year, gives the same title as in the toghrā and the titles of Bahādor Shāh's predecessors, beginning with Teymur:  

[EX]

Abu-Zafar Serājoddin Mohammad Bahādor Shāh Pādshāh-e Ghāzi

son of Mohammad Akbar Pādshāh

son of Shāh `Ālam Pādshāh
son of `Ālamgir Pādshāh
son of Jahāndar Pādshāh

son of Shāh `Ālam Pādshāh
son of `Ālamgir Pādshāh
son of Shāh Jahān Pādshāh

son of Jahāngir Pādshāh

son of Akbar Pādshāh

son of Homāyun Pādshāh

son of Bābor Padshāh

son of `Omar Shaykh Shāh

son of Soltān Abu-Sa`id Shāh

son of Soltān-Mohammad Shāh

son of Mirān Shāh

son of Amir Teymur Sāheb Qerān

Cat. No. 144a-f.

[CPT]FIVE SEALS OF MIRZĀ FAKHRODDIN
[CPB]India, Mughal, 19th century

[GT]Fathol-Molk was the title given to Mirzā Mohammad-Soltān Fakhroddin (see cat. no. 142), son of Emperor Bahādor Shāh II.  Born in 1819, he was appointed heir apparent to the Mughal throne by Lord Dalhousie upon the death of his elder brother in 1849, despite the initial objections of his father and a favorite wife.  Fakhroddin was considered by the English to be a respectable and fair individual, and among the conditions of his appointment had been the agreement to eventually move the court to the palace at Mehrauli, near the Qotb Menār, and willingness to meet the governor-general on terms of complete equality.  Perhaps due to palace intrigues, Fakhroddin died unexpectedly in 1856, and the English refused to promise the title of king to any of his siblings.  Two of his surviving brothers, together with a grandson of the emperor, were brutally murdered by Captain Hodson following the rebellion in 1857.  Another brother, Mirzā Javānbakht, who had been the favorite of his father and Zinat-Mahal Beygom, his stepmother, accompanied Bahādor Shāh II into exile in Burma.

[SAT]144a. Bloodstone seal with silver fob mount

[CPB]The seal is inscribed with a Qorānic verse.

[SAT]144b. Emerald seal with silver ring mount

[CPB]The inscription reads:  "Mirzā Mohammad Soltān, Fathol-Molk, son of Mohammad Bahādor Shāh, 1268 [1851-52]."

[SAT]144c. Silver drop-shaped seal

[CPB]The inscription reads:  "The privy seal of the crown prince, 1268 [1851-52]."

[SAT]144d. Bloodstone seal with floral silver fob mount

[CPB]The seal is inscribed with a Qorānic verse and dated A.H. 1233/1817-18.

[SAT]144e. Red cornelian seal with silver ring mount

[CPB]The seal is inscribed with the title Fathol-Molk and dated A.H. 1235/1819-20.

[SAT]144f. Photograph

[CPB]A nineteenth-century photograph of a painting of Mirzā Fakhroddin mounted on a sheet with earlier impressions of four of the seals described here.

Chap9.txt

 [CN]9

[CT]European and Indian Influence

[GT]European travelers began to visit Iran with increased frequency from the late fifteenth century onward.  Some came to form alliances against the Ottomans, some traveled on ambassadorial missions, and others came for trade.  By the time of Shāh `Abbās I (r. 1588-1629), who had established his own important textile mills in Esfahān, whole communities of Armenians had been brought to the city to improve the quality of production and to participate in the export of goods.  Trade with the West was actively encouraged and highly valued, as the revenues of the royal treasury depended on it. 


In the context of increased contact with the West, Persian painting, highly stylized and rooted in two-dimensional representation, was forced to confront the naturalism, perspective, and documentary aspects that were now mainstays of European painting.  Exposure to this very different tradition came directly, through contact with European painters or their work, and indirectly, through Mughal works that bore the influence of European conventions.  Recent studies have identified a number of foreign painters at the court of the Safavids.  For instance, Shāh `Abbās I engaged two European painters to decorate the walls of his palaces in Esfahān; one was a Greek named Jules, trained in Italy, the other a Dutchman called John.
  In the time of Shāh `Abbās II (r. 1642-66), Philippe Angel, a painter and engraver, and an artist named Lockar were sent by the Dutch East India Company to teach painting to the young ruler.
  


Mughal India also had its share of foreign contact with European painters, paintings, and engravings.  Although the Mughal school was initiated by the arrival of Persian painters in India in the mid-sixteenth century, it gradually evolved toward a more realistic mode of figural representation, a tendency especially apparent in portraiture, which was a primary concern of Mughal artists.  Unlike the idealized faces drawn by the Persian painter, Mughal painters sought to capture true likenesses.  As contact between Iran and India remained active throughout the seventeenth century, with frequent ambassadorial exchanges, extended trade, and constant communication between Persian immigrants and their homeland, a certain degree of Mughal influence in Persian painting was inevitable (see cat. nos. 145, 146, 151). 


Despite being assailed both directly and indirectly by this naturalistic impulse, Persian painting remained strongly rooted in its cultural tendency toward idealized representation.  It borrowed certain techniques of European paintings:  a tentative use of facial modeling, partial perspective, and European-style landscape elements. 


The confrontation between the two modes of paintings and the subsequent evolution of Persian painting is best exemplified by comparison of two celebrated artists, `Ali-Qoli Beyg Jebādār and Mohammad-Zamān, active in the second half of the seventeenth century.  Before their advent, however, a fascination in certain circles with India had prepared the ground for the introduction of a limited realism in painting.  

[SH1]Fascination with India

[GT]By the mid-seventeenth century, Safavid power was in decline, and the Mughal court had gained in opulence.  An attraction developed for the subjects and style of Indian painting, which still endured a quarter of a century later, when `Ali-Qoli was copying the works of the Indian painter Govardhan.
  The artist most associated with the blending of Indian and Persian painting is Shaykh `Abbāsi, although Bahrām-e Sofrékesh, another contemporary artist, lesser known and hitherto unrecognized as a Persian painter, was perhaps the actual initiator.
  Breaking away from the dominant style Rezā-e `Abbāsi had established fifty years earlier, both artists practiced a charming form of realistic, yet stylized, figurative painting.  Exotic elements of Indian painting and Indian prototypes--as conceived by the Persian painter--such as Indian dress (cat. no. 146) or the convention depicting a line of flying birds (cat. no. 151) found their way into Persian scenes, and the delicate pointillism introduced by `Ali-Qoli and Mohammad-Zamān (see cat. no. 145) would continue well into the Zand (1750-94) and Qājār (1774-1924) periods.
  This trend is even more remarkable in light of the continuing dominance of Rezā's pupils such as Afzal, Mohammad-Qāsem, Mo`in-e Mosavver, and Mohammad-`Ali (see above, pp. 00-00). 

Cat. No. 145. 

[CPT]TWO LOVERS

[CPB]Signed by Bahrām-e Sofrékesh

Probably Esfahān, dated A.H. 1050/1640

Opaque watercolor and gold on paper 

Painting 17.3 x 10.5 cm

[GT]Surreal in conception and minutely executed, this painting glitters with gold, yet the color scheme is subdued and calm.  Its design and execution represent a definitive break with the school of Rezā-e `Abbāsi and his disciples.


Bahrām-e Sofrékesh had a subtle understanding of weight and balance, as evidenced by the complex yet graceful position of the "Indian" maiden and the depiction of her hand on her lover's shoulder, as his hand draws the resisting girl's head for a kiss.  Despite the small size of the figures, the details are immaculate.  A distinctive attempt was made to increase the sense of realism by using minute pointillism to add modeling.  


The depiction of two lovers kissing seems to be a new subject in Persian painting.  But the most unusual feature of the work is its fantastic composition, which places the two lovers under an oversized branch with huge blossoms and a large butterfly.  (Blossoms and butterflies are the usual companions of lovers in Persian poetry.)
  The large-scale motifs seem to emphasize the poetical nature of this romantic union.  Following Bahrām's example, painters such as Shafi`-e `Abbāsi used the oversized branch in their compositions (see cat. no. 127), but never so daringly or dominantly as here.  The young man's typical Persian attire, the woman's Persian trousers, and the fact that the large branch was to become a much-copied model at the Safavid court situate the painter in Iran and not in India, as the inclusion of the Indian girl might otherwise suggest. 


Information on the innovative Bahrām-e Sofrékesh is nonexistent, and the enigmatic epithet Sofrékesh does not give any additional clues.  A more familiar term is Sofré-chi, the superintendent for the royal kitchens; Sofrékesh might be a related word.  Only one other signed work by Bahrām, also dated A.H. 1050/1640, has been published (Sadruddin Aga Khan collection).
  It depicts an idealized Indian woman holding a flat-bottomed ewer, similar to the one seen here.  In composition the work is rather subdued, especially in comparison to another painting in the same collection, Floral Fantasy (fig. 50), a virtual hallucinatory vision which is attributed here to Bahrām.  The latter two paintings have previously been attributed to the Deccan, but the association with cat. no. 145 suggests that they be reestablished as Persian. 


The limited number of Bahrām's dated works, all concentrated about 1640, might indicate the painter's death shortly after this date.  A few disciples such as Shaykh `Abbāsi or even Shafi`-e `Abbāsi might have perpetuated his style into the next generation.  Whatever the process of transmission, his legacy was kept alive for many generations.

[PP]Provenance:  Essayan collection

Published:  Drouot (Boisgirard), June 24, 1982, lot 69

Cat. No. 146. 

[CPT]MAIDEN STANDING UNDER A WILLOW TREE

[CPB]Signed by Shaykh `Abbāsi

Probably Esfahān, dated A.H. 1057/1647

Ink, light color, and gold on paper 

Drawing 12.5 x 6 cm

[GT]Although a large number of Shaykh `Abbāsi's signed works have been identified, details of his life are obscure, except for the fact that he was attached to the courts of Shāh `Abbās II and his successor, Shāh Soleymān (r. 1666-94).
  His signature does not reveal his name; `Abbāsi means "affiliated to the court of `Abbās," and "Shaykh" was an epithet denoting a religious leader of the Sufi tradition, most probably of the Shi`a faith, as indicated by the names of the artist's two sons, Mohammad-Taqi and `Ali-Naqi, named after the tenth and the eleventh imams of the Shi`a.  Shaykh `Abbāsi's Sufi affiliation is further confirmed by the legend he used as a signature:  "bahā gereft cho gardid Shaykh `Abbāsi."  The legend has a double meaning:  "The Shaykh's honor was enhanced when [he became] affiliated to the court of `Abbās" and/or "Shaykh `Abbāsi was enlightened as he performed the whirling," referring to the whirling, ecstatic dance of the Sufi dervishes, which leads them to divine contemplation and a state of enlightenment.


This drawing appears to bear the earliest date of Shaykh `Abbāsi's known works.  The willow tree, the floral decoration surrounding the maiden, and the raised heel on the left foot reveal that his drawing is still based on the conventions of the traditional Rezā school.  His technique has evolved into a slightly more realistic mode in which rounded surfaces and volumes, on the face as well as the body and dress, are depicted by means of pointillism. 


An intriguing aspect of this painting and a number of others from this school is the choice of an Indian maiden in an otherwise Persian setting.  Besides a general fascination with the splendor of the Indian courts, the emphasis on the depiction of Indian women, almost to the exclusion of other aspects of Indian life, might have had another source.  As religious bigotry grew in the Safavid state, worldly pleasures were restricted, and Persian women were increasingly sequestered and concealed behind veils.  Artists might have seen paintings with Indian women shown in traditional transparent dress that exposed substantial flesh and might also have heard of the relative freedom Indian women enjoyed.  The image of the beloved, that idealized beauty of Persian poetry, was now projected as a sensuous and idealized Indian convention, perhaps a projection of an exotic vision or even sexual fantasy.  The quest for idealization could also explain the inaccurate depiction of the Indian dress.

[PP]Provenance:  M. R. Rezāi collection

Cat. No. 147. 

[CPT]NOSTALGIC PRINCE

[CPB]Possibly by Shaykh `Abbāsi

Probably Esfahān, ca. 1650

Ink on paper

Drawing 9.7 x 6.3 cm

[GT]This portrait was drawn by a painter who admirably captured the nostalgic mood of this Safavid prince, who perhaps reflects on the declining fortunes of the dynasty.  The style and character of the face are that of Shaykh `Abbāsi's early work, and the work has the pleasant features of the previous drawing (cat. no. 146).  Similar portraits appear in a painting depicting Shāh `Abbās II receiving the Mughal ambassador, dated A.H. 1074/1663 (Rezā-e `Abbāsi Museum, Tehrān).


Compared with the prevailing style practiced by followers of Rezā-e `Abbāsi (e.g., cat. no. 123), this work exemplifies the new tendency toward more realistic portraiture. 

[PP]Published:  Sotheby's, Oct. 10, 1977, lot 139

[SH1]`Ali-Qoli Beyg Jebādār and Mohammad-Zamān

[GT]The movement toward realistic painting received a major impetus with the advent of two talented painters at the court of Shāh `Abbās II (r. 1642-66), `Ali-Qoli Beyg Jebādār and Mohammad-Zamān, both of whom were active until the end of the century.  `Ali-Qoli was European by birth, and although trained in the European tradition, his style gradually evolved toward Persian ideals.  Mohammad-Zamān was Persian born and trained, and he in turn gravitated toward a Europeanizing style.  Very little biographical information exists for either of them; most of our knowledge is derived from the content of their works.


An entry on `Ali-Qoli's grandson by the eighteenth-century painter/chronicler Abol-Hasan-e Ghefāri-ye Kāshāni describes the grandfather as farangi, a term generally used to designate a European.
  In one of his signatures, `Ali-Qoli used the epithet Arna'ut (the Ottoman appellation of Albania), which may confirm his specific European origins.
  His usual epithet, Jebādār (Keeper of the Armory), is originally a Chaghatāy Turkish term transformed by the Safavid period into jebédār and sometimes misread as jobbédār.  The latter spelling was never incorporated in `Ali-Qoli's signature but was sometimes used by others in attributing a painting to him.
  He used still another term in some of his signatures:  "Gholām-zādé-ye qadimi" (son of a longtime slave [to the king]), which suggests it was actually the artist's father who joined the services of the shāh.  The name `Ali-Qoli (One Who Likes `Ali, the patron saint of the Sufis) and the word hova (he) at the beginning of certain of his signature-legends indicate a close association with Sufi circles.


Considering that the span of `Ali-Qoli's works stretches into the eighteenth century, his two works with legends referring to Shāh `Abbās II must be considered among his earliest.  One, in the so-called Leningrad Album (Institute of Oriental Studies, St. Petersburg, fol. 77), showing a gathering of Mughal warriors listening to a sage, was painted in Mughal style or copied after a Mughal work.
  The other is a portrait of the three sons of Charles I of England, copied after a European print of an original painting by Van Dyck.
  At this stage his manner was still very much European, and to this period belongs Woman by a Fountain (cat. no. 148).  By the end of the reign of Shāh `Abbās II, `Ali-Qoli's style had become increasingly idealized and two dimensional (see cat. no. 149), and by the last quarter of the century its Persianization was at its height (see cat. no. 150).


Mohammad-Zamān seems to have been trained in the Persian tradition; perhaps under the influence of two of his predecessors, Bahrām-e Sofrékesh and Shaykh `Abbāsi, he also experimented with the realistic mode.
  That he was never trained in the European mode is evident in his awkward drawing of draperies and clothing folds (see cat. no. 151). In the same way, `Ali-Qoli's mastery in the depiction of faces is greater than Mohammad-Zamān's, primarily because of his more thorough understanding of modeling.  Conversely, `Ali-Qoli's figures seem to float and are overwhelmed by the background landscape, while Mohammad-Zamān's are solidly positioned in the field, their full weight sensed by the viewer. 

Cat. No. 148. 

[CPT]WOMAN BY A FOUNTAIN

[CPB]Signed by `Ali-Qoli Beyg Jebādār

Possibly Esfahān, ca. 1660

Opaque watercolor on paper

Page 32 x 20.5 cm, painting 18 x 11.5 cm 

[GT]This scene, painted in an Italianate style with architecture in the foreground and vignettes in the background landscape, corresponds to the early period of `Ali-Qoli's activity and presents many similarities with the two paintings of the Shāh `Abbās II period described above.  The most apparent affinity is in the drawing of the tree and the depiction of the leaves with the Leningrad Album page, and the treatment of the face in comparison to `Ali-Qoli's portrait of the children of Charles I.  

[PP]Provenance:  Binney collection 

Published:  Sotheby's, Dec. 6, 1967; A. Welch, Shah `Abbas and the Arts of Isfahan (New York: Asia House Gallery, 1973), no. 74; Robinson (Colnaghi), no. 61

Cat. No. 149. 

[CPT]BĀBOR KISSING THE HAND OF SHĀH ESMĀ`IL
[CPB]By `Ali-Qoli Beyg Jebādār, ca. 1665

Album margin probably by Mohammad-Bāqer, early 19th century

Opaque watercolor and gold on paper, mounted on an album page

Page 21 x 33.5 cm, painting 17.5 x 27.2 cm

[GT]The inscription at the bottom of the painting reads: 

[EX]

By the order of His Holy Highness, the portrait of the noble and exalted prince, Bābor Shāh, who was honored in kissing the hand of the auspicious Khāqān with the dignity of Alexander, Shāh Esma`il, his greatness immense as the sky and his power mighty as the universe, may God illuminate his teachings, was completed by the humble slave `Ali-Qoli Jebādār within a year and a half of work.

[GT]
Bābor, the first Mughal emperor and a descendant of Teymur, had requested Shāh Esmā`il I's help in capturing Samarkand [when?].  Esmā`il well understood the political value of the conversion of a Teymurid, traditionally staunch public defenders of the Sunni faith.  He obliged by providing military assistance, but with the stipulation that Bābor convert to Shi`ism and wear the tāj-e Haydari, the symbol of the Safavid movement.
  Bābor wore the tāj after the conquest of Samarkand;
 included the name of the Twelve Imams in the Friday sermon; and struck coins in the name of Shāh Esmā`il incorporating Shi`a legends.
  But such affirmation of Shi`ism was not tolerable to the Sunni population of Samarkand, who invited the Ozbaks to evict Bābor.  Bābor remained an ally to the Safavids in fighting the Ozbaks until the defeat of their joint forces in Ghojdavān. 


The historical fact is that Bābor, for all his dealings with Shāh Esmā`il, had never been in his presence, let alone kissed his hand in obeisance.  This portrayal could have been intended to reinforce Safavid myths and aspirations by insinuating that even the founder of the Mughal dynasty was subservient to the Safavid rule.  The rather odd horizontal format of the painting in conjunction with the rectangular cartouche in the bottom center (perhaps the upper part of a doorway) suggests it might have been a prototype for a palace wall-painting, much like those in the reception hall of the `Āliqāpu palace of Esfahān, where foreign ambassadors were received.  In that case the intention might have been to make a political statement for the benefit of both courtiers and emissaries. 

This attitude is in sharp contrast with the generally courteous tone that had prevailed in Safavid-Mughal relations.
  Ever since Shāh Tahmāsb helped the Mughal ruler Homāyun to regain his throne in 1544, the exchange of ambassadors and political correspondence had been mutually respectful.
  The change expressed in this painting occurred toward the end of Shāh `Abbās II's reign.  During the contention for succession to Shāh Jahān's throne, Shāh `Abbās had lent his support to the Mughal prince Morādbakhsh, who was defeated and killed by his brother Owrangzib.  Owrangzib's Sunni policies were at odds with the Shi`ism championed by the Safavids and their sectarian allies, the Qotb Shāhs of the Deccan.  Although Shāh `Abbās II also used many grandiloquent titles, he was annoyed that the Mughal emperor had appropriated the title `Ālamgir (World Conqueror).
  Owrangzib prudently sent an ambassador, Tarbiat Khān, to restore goodwill.  He reached the capital of Esfahān in April 1664 and was well received at first.  But the shāh's attitude soon changed; he ridiculed the ambassador and his master, finally sending him back to India in March 1666 with an insulting letter for the emperor.  That same year, Shāh `Abbās II decided to attack India but died before his plans could be carried out.


This painting was probably executed in Shāh `Abbās's last years, when the mood at the Persian court had turned against Owrangzib.  According to `Ali-Qoli, the painting was ordered by the shāh himself.  Stylistically it has many features of the paintings executed in the atelier of Shāh `Abbās II, including the distinctive Qezelbāsh headgear topped by a baton.
  The work is very Persianized and shows much less European influence than Woman by a Fountain (cat. no. 148). 


Floral margins were added when the work was included with other paintings and calligraphies in an album.
 

[PP]Provenance: The original album contains a former owner's seal that reads "His slave Mohammad-`Ali b. Ahmad."  For the album cover, see cat. no. 176; for more pages of the album, see cat. no. 195.

Published:  Drouot, June 13, 1982, no. 15

Cat. No. 150. 

[CPT]SAFAVID NOBLEMAN

[CPB]Signed by `Ali-Qoli (`Ali-Qoli Beyg Jebādār) 

Probably Esfahān, ca. 1670

Opaque watercolor on paper

Painting 7.5 x 4.8 cm

[GT]This intense portrait is painted in a realistic mode nonexistent in Persian painting only a few decades earlier.  The signature on the lower left corner is partially erased, but the name "`Ali-Qoli" appears distinctly, written in the usual manner with the ending of the last "yā" looping backward.  Among `Ali-Qoli's particular characteristics are the scrolling shape of the clouds (similar to cat. no. 149) and the elongated leaves appearing on the balcony horizon, reminiscent of the earlier Woman by a Fountain (cat. no. 148).

[PP]Provenance:  V. Everit Macy collection

Published:  Sotheby's, May 19, 1982, lot 110

Cat. No. 151. 

[CPT]MAJNUN VISITED BY HIS FATHER

[CPB]Signed by Mohammad-Zamān

Page intended for the Shāh Tahmāsb Khamsé
Ashraf, Māzandarān, dated A.H. 1086/1676

Opaque watercolor on paper

Illustration 27 x 19 cm

[GT]In his famous remarks on the artists of the library-atelier of Shāh Tahmāsb (Topkapi Sarāy Library, H.2154), the artist Dust-Mohammad praised the high quality of two manuscripts copied in the royal atelier:  a Shāhnāmé (now dispersed) and a Khamsé (British Library, Or. Ms. 2265), both produced for Shāh Tahmāsb (r. 1524-76).  The first was given as a gift to the Ottoman Salim II (see p. 000); the second remained in the royal library of the Safavids to be admired by generations of princes as well as artists.  A century later, in a gesture of esteem, and perhaps a sign of change in fashion and taste, Shāh Soleymān commissioned Mohammad-Zamān to renovate the Khamsé.  Several paintings by previous artists such as Mir Sayyed `Ali were removed, certain faces painted by the celebrated Āqā Mirak were repainted, and three new paintings were added, all by Mohammad-Zamān.  This painting was intended for the same purpose, but it either was never set in the manuscript, or else was inserted and subsequently removed.
 


The painting is an illustration to Nezāmi's famous story of the love of Layla and Majnun.  Prevented from seeing his beloved, Majnun wanders in the desert, where his sole companions are wild animals.  The episode depicted shows Majnun's father, who comes to take his son on a pilgrimage to Mecca, hoping that the journey will relieve Majnun's despair.  In conformity with the new Europeanizing taste, Mohammad-Zamān filled the horizon with a landscape of trees and a monument.  But in concession to the desert location, the monument is a ruined arch; transport is by camel; and leaves are yellowish and dry.  There is a timid use of perspective in the representation of the distant landscape, but the artist basically adhered to traditional Persian two-dimensional conventions by depicting near objects at the bottom and distant ones at the top of the picture plane, without changing scale or dimension.  As in ancient Egyptian figural representation, the animals' eyes are depicted frontally, despite their profile postures.  The "realistic" faces are more Indian than European, and the distant flight of birds, configured as a line at the top left and so characteristic of Mughal paintings, betrays Indian influence.


Written on the ground before the dog, Zamān's signature reads:  "Brought to completion in the city of Ashraf.  Mohammad-Zamān.  1086."  Ashraf, in the province of Māzandarān by the Caspian Sea, is modern-day Behshāhr, and there the Safavid palace of Safiābād still stands.  Judging by inscriptions on two other paintings dated A.H. 1086/1676 for the same Khamsé, stating the place of execution as Ashraf, Mohammad-Zamān's stay there, probably as part of the royal retinue, must have been quite lengthy.
  

[PP]Provenance:  Binney collection

Published:  Sotheby's, July 11, 1966, lot 31; Welch, Shah `Abbas, no. 71, Robinson (Colnaghi), no. 60

Cat. No. 152. 

[CPT]FRAGMENT OF A SAFAVID FRESCO

[CPB]Attributed here to Mohammad-Zamān

Probably Esfahān, ca. 1680

Opaque watercolor on stucco

77 x 56.5 cm 

[GT]As part of the Europeanizing fashion of the third quarter of the seventeenth century in Esfahān, Mohammad-Zamān painted a number of European subjects including Christian religious themes such as Return from the Flight into Egypt (Sackler Art Museum, Cambridge, 1966.6) copied from an engraving after the painting by Peter Paul Rubens.


The subject of this fresco fragment is unknown, and its composition is not that of a painter accustomed to mural painting.  The scenery seems to be a transposition of the painting style of Mohammad-Zamān or one of his followers to fresco.  The drawing of the tree is similar, and the silhouettes share the same narrow waists.  The painter had difficulty with the folds of clothing and with modeling, pointing to inexperience in European techniques. 


Various indications suggest that the fresco is by Mohammad-Zamān rather than a follower.  The strong and weighty presence of his characteristic figures dominates the background, and the treatment of tree leaves is also typical.
  The difficulty in the transition from neck to face, as noticeable here as in other of his works, is again due to an incomplete grasp of European modeling.  Perhaps the most compelling evidence is the treatment of the eyes.  Mohammad-Zamān was apparently the only painter of the Europeanizing school of the seventeenth century to draw voluminous, heavy-lidded eyes, usually with dark shading, giving the eye a spherical, bulging look.  The style is most evident in Majnun Visited by His Father (cat. no. 151), where even animals are depicted with such eyes.


Given his highly esteemed position at the royal atelier, Mohammad-Zamān must have been required to undertake a variety of projects.  He had already displayed his skills in shifting from one medium to another by creating a beautiful lacquered pen-box for Shāh Soleymān (see fig. 51).

[PP]Provenance:  André and Clara Malraux collection

Cat. No. 153. 

[CPT]GRAND VIZIER SHĀH-QOLI KHĀN
[CPB]Signed by [Hāji] Mohammad

Probably Esfahān, dated A.H. 1108/1696

Opaque watercolor and gold on paper

Painting 14.3 x 7.3 cm

[GT]An inscription on the painting identifies the subject of the portrait as "Shāh-Qoli Khān the grand vizier."  Shāh-Qoli Khān-e Zangané was grand vizier to Shāh Soltān Hosayn (r. 1694-1722), in whose reign Mahmud, a tribal Afghan chieftain, captured Esfahān and effectively terminated the uninterrupted two-century reign of the Safavids.  There seems to be no direct reference to Shāh-Qoli Khān in any of the major sources of the period.  However, a farmān (decree) of Shāh Soltān Hosayn addressed to Shāh-Qoli Khān (British Library, Or. ms. 5901), dated Sha'ban A.H. 1119/October 1707, confirms his position as grand vizier.
 


The validity of the inscription on this painting is supported by comparison to a painting of the Leningrad Album, where the same man, seated in luxurious clothing and surrounded by a few equally well dressed noblemen, is ready to affix a seal on a seemingly official document (fig. 52).  The sumptuous setting, the act of sealing a document, and the reverence and respect displayed by the noblemen tend to confirm the central figure's identity as the grand vizier.  Signed by Mohammad-Zamān, the latter painting is dated A.H. 1106/1694.  In the following years, Shāh-Qoli Khān seems to have suffered a stroke that affected the left side of his face and left leg, as he is portrayed with a staff in the left hand and a partially closed eye.  The trim of the beard has changed but remains as heavy and dark as before.  Considering that the portraits were painted by two different hands, the stylistic similarity that extends from the broad shoulders to the large head, nose, and eyes is striking.  A further confirmation of the subject's identity is the sumptuous dagger at the waist, with the same jeweled rosette in the middle, a decorative element that is hardly seen on any other dagger shown in the paintings of the period.


The signature reads "rāqemaho Mohammad" (signed by Mohammad), and the most likely artist is Hāji Mohammad, brother of Mohammad-Zamān.  Although he did not employ the epithet Hāji in this signature, the word "rāqemaho" is one only he used, in practically all his signed paintings.
  In contrast to his brother, who had excellent handwriting in both nasta`liq and shekasté, Hāji Mohammad's script is weaker, and the style here is very similar to all his other signatures.  


Hāji Mohammad's portraits do not have the bulging eyes so characteristic of Mohammad-Zamān (see cat. no. 151, fig. 52), but tend to be have a sweeter and gentler look.  Perhaps a more obvious similarity is the straight, jointless, elongated open fingers that Hāji Mohammad drew for the left hand of Shāh-Qoli Khān, which are in the style of the lover's fingers on a pen-box signed by him and dated A.H. 1124/1712.



[PP]Published:  Drouot (Ader), March 17, 1989, lot 71

chap10.txt

[CN]10 

[CT]Eighteenth- and Nineteenth-century Iran

[SH1]The Afshārs and the Zands

[GT]In 1722, a small army of Afghans led by their chieftain Mahmud (r. 1722-25) daringly attacked Esfahān, and the deteriorating Safavid state crumbled.  The feeble Shāh Soltān Hosayn (r. 1694-1722) acknowledged the downfall of his dynasty by crowning Mahmud with his own hands as the new king of Iran. 


The Afghan occupation paved the way for the appearance of still another conqueror.  He was Nāder (r. 1737-47), a member of the Afshār tribe, which had settled in the Khorāsān.  He first joined Tahmāsb II (r. 1722-32, Shāh Soltān Hosayn's son) in attempting to oust the Afghans in 1725.  He then deposed Tahmāsb, ruling for a while in the name of Tahmāsb's infant son, `Abbās III, before ascending the throne himself as Nāder Shāh in 1736.  A daring military man and shrewd tactician, he repelled the Ottomans, who had taken advantage of the country's turmoil to advance through western Iran.  In a succession of battles between 1737 and 1741, Nāder attacked India, captured and looted Delhi, and swept through Transoxiana, Khārazm, Caucasia, and Georgia.
  The masses of jewelry now preserved at the Central Bank of Iran as the Royal Treasury is actually the fraction of Nāder's booty that survives.
 


Nāder Shāh was assassinated by his subordinate officers on June 20, 1747.  He was succeeded in rapid and short-lived succession by his nephew `Ali-Qoli (r. 1747-48); the latter's brother Ebrāhim (r. 1748-49); a grandson of Shāh Soleymān I (r. 1666-94) called Mir Sayyed Mohammad (r. 1749-50), who reigned as Shāh Soleymān II; and finally Nāder's own grandson, Shāhrokh (r. 1748-95).  By Shāhrokh's time, the territory under his nominal rule had dwindled to the province of Khorāsān, while the rest of the country was becoming the battleground of other tribal chieftains.  By the time the Zand chieftain Karim Khān (r. 1750-79) emerged as the victor in 1750, the country was totally devastated.  But the turmoil continued, as marauding bands of Afghans, remnants of Nāder's army, still roamed the countryside.  On the night of the Persian New Year in 1759, approximately 20,000 Afghans reportedly were massacred by Karim Khān's order, and some calm was restored.
  


Reflecting the political unrest of the Afshārid (1748-95) and post-Afshārid periods, the body of illustrated manuscripts and paintings from these times is meager and of inferior quality in comparison to works of the Safavid period or the later Qājār period.  Pigments are thin and watery, and compositions are less accomplished.  European elements introduced in the previous century continued to be used, with some Western-style background landscapes, false-perspective renderings, and modeling still preserved, but in general, painting reassumed the conventions of two-dimensionality.

Cat. No. 154. 

[CPT]`ĀDEL-SHĀH
[CPB]Possibly Ashraf (Māzandarān), ca. 1748

Opaque watercolor on paper

Painting 15.9 x 10 cm

[GT]In 1747 Nāder's nephew `Ali-Qoli (r. 1747-48) joined the rebel tribes marching against his uncle; he probably instigated Nāder's assassination.
  `Ali-Qoli resided mostly in Mashhad and in the province of Māzandarān until defeated by his brother Ebrāhim in 1748.


This unfinished painting is likely another version of an original, also uncompleted, included in an album in the Golestān Library, Tehrān (no. 1639).
  The incomplete stage of both paintings might be explained by `Ali-Qoli's brief reign.  An inscription on the original identifies it as a portrait of "`Ali Shāh."  `Ali-Qoli's royal title was `Ādel Shāh (Just Shāh), but he was generally referred to as `Ali Shāh.
  He wears the Afshārid hat introduced by Nāder, perhaps in opposition to the twelve-sided Shi`a tāj-e Haydari introduced by the Safavids.  The new headgear had four divisions at the top, symbolically emphasizing Nāder's recognition of Sunni reverence for the four initial caliphs or, alternatively, the four Sunni imams, initiators of the four branches of Sunnism.


Unlike his uncle Nāder, `Ali-Qoli seems to have had an interest in painting and the arts of the book.  A copy of a Golestān of Sa`di once in his possession (see cat. no. 111) contains two of his seal imprints.  Both seals are written in verse praising Nāder, suggesting that they were made while Nāder was still alive and `Ali-Qoli still in favor.
  The first seal refers to Ebrāhim, Nāder's brother and `Ali-Qol's father.
  He had been appointed by Nāder as governor of Āzarbāyjān but was killed in a campaign against the Lezgis in 1738.  The first seal was probably used prior to 1738, when `Ali-Qoli accompanied his uncle in the campaign to India.


The second seal refers to Nāder as Zellollāh (Shadow of God on Earth), a term long used by Muslim soltāns to establish the legitimacy of their rule by divine authority.
  This seal must have been used after the death of `Ali-Qoli's father, coinciding with Nāder's return from India and reflecting the glory that Nāder obtained after that campaign.


The portrait possibly was painted in Ashraf, where `Ali-Qoli skirmished with Qājār forces.  There he achieved nominal fame by capturing and castrating the Qājār chieftain's four-year-old son, Mohammad, the future Āghā Mohammad Khān and founder of the Qājār dynasty.
 

[PP]Provenance:  Kevorkian collection; S. Kooros (by gift)

Published:  Sotheby's, April 21, 1980, lot 91

Cat. No. 155a-d. 

[CPT]FOUR PAINTINGS FROM A POETRY ANTHOLOGY

[CPB]Possibly Mashhad, second half 18th century

Opaque watercolor and gold on paper

Page 22.1 x 11 cm, text panel 17.5 x 7.5 cm

[GT]The following four paintings come from a dispersed anthology of poems from the Afshārid period, judging by the depictions of four-sided headgear worn by some princes.  Afshārid paintings are quite rare, as Nāder was not a patron.  The reigns of his first two successors were short-lived, and although his grandson Shāhrokh enjoyed a long but ineffective rule in Khorāsan, he had been blinded early in his reign and would hardly have been a suitable patron for the arts of the book.
  The anthology was most probably commissioned by someone in Shāhrokh's entourage. 


These four paintings present an interesting body of work, establishing a bridge between Safavid and the later Qājār painting.  The first two (cat. nos. 155a, 155b) are drawn in a refined Afshārid mode while the last two are in a more popular style, closer to the Qājār manner (cat. nos. 155c, 155d).  Stylistically they should be situated in the second half of the eighteenth century during Shāhrokh's long reign. 

[SAT]155a. A Prince and a Seated Princess 

[GT]This is by far the most delicate painting of the group, both in portraiture and in composition.  There are no poems on the verso, and it might have been a frontispiece to the manuscript.  An unusual feature is the position of the princess on a high chair; one senses that she commands the attention and respect of the Afshārid prince.  The subject might be Shāhrokh's father, Rezā-Qoli (wearing an Afshārid headgear), standing respectfully by his wife, the daughter of the Safavid Shāh Soltān Hosayn. 

[SAT]155b. Shāh `Abbās Holding an Audience 

[GT]The subject is identified by an inscription at the top.  Shāhrokh was a scion of both the Afshārids and the Safavids, and at his court the Safavid lineage must have been regarded with respect.  The appearance of an Afshārid prince (bottom right) in an audience held by the Safavid Shāh `Abbās seems intended to emphasize Shāhrokh's Safavid ties. 


Stylistically this painting is modeled after late Safavid compositions of the school of Mohammad-Zamān, with a use of perspective in the receding lines of trees and the line of birds in the sky reminiscent of Indian influence (see cat. no. 151).  The courtiers are dressed in Safavid style, with long twisted moustaches after the fashion seen in Safavid murals in the palace of Chehel-sotun in Esfahān. 

[SAT]155c. The Ottoman Soltān 

[GT]The inscription at the top of the page describes the enthroned king as the Soltān of Rum.  To the Persians, Anatolia was still called Rum (Rome) long after the extinction of the Byzantine empire, and the Ottoman ruler was sometimes known as the Soltān of Rum.  The picture represents the Persian artist's conception of the clothing and fashions of the Ottoman court.

[SAT]155d. Shirin Bathing 

[GT]This scene illustrates the famous episode in Nezāmi's Khosrow-o Shirin in which Khosrow, prince of Iran, first encounters the Armenian princess Shirin.  The illustration represents a popular Qājār watercolor style in which thin, watery paint was used to depict round-faced women with thick eyebrows. 

Cat. No. 156. 

[CPT]BEARDED MAN HOLDING A STAFF 

[CPB]Probably Shirāz, dated A.H. 1180/1766

Opaque watercolor and ink on paper

Painting 16.8 x 8.2 cm

[GT]A half-erased inscription reads "118[?]," probably meaning A.H. 1180.  The date is further suggested by the Zand headgear worn by the man.
 

[PP]Provenance:  Ex-Kevorkian collection

Published:  Sotheby's, May 2, 1977, lot 70

[SH1]The Qājārs

[SH2]A Historical Repetition

[GT]Marx once wrote:  "Hegel remarks somewhere that all great world historic facts and personages appear, so to speak, twice.  He forgot to add; the first time as tragedy, the second time as farce."
  Confirmation of Marx's observation can be found in Persian history, for, viewed panoramically or in detail, it is filled with tragi-farcical repetitions.  The Sāsānians, for example, in the third century A.D. achieved but a poor imitation of the Achaemenids, the founders of the Persian empire some seven centuries earlier.  The Teymurids similarly could not pretend to rule with the authority of the Il-Khānids, and the Qājārs were unable to assume the Safavid mantle.  


The repetitions also occurred at the individual level.  While Cyrus the Achaemenid (558-529 B.C.) conquered Babylon, freed detained Jews, and founded an empire that permitted its peoples to maintain their religion and traditions, Ardeshir-e Bābākan (224-41), founder of the Sāsānians, heralded Zoroastrianism as the state religion, a step that allowed its clergy and institutions to expand in such a way as to ultimately suffocate the empire.  Teymur (1336-1405), aspiring to reincarnate himself as the world conqueror Changiz Khān, swept through half of Asia, only to discover that he, like Changiz, could never directly assert his right to kingship, his authority vanishing almost as soon as he left a conquered city. 


But perhaps the most tragi-farcical historical repetition was the rise of Āghā Mohammad Khān-e Qājār (r. 1779-97), who recaptured the empire created by Esmā`il-e Safavi (r. 1501-24).  The political adventures of both had started while still young men.  Both commanded a following: Esmā`il as the descendant of the Shaykhs of Ardabil, Āghā Mohammad Khān as the elder son of a tribal chieftain of the Qājārs.  As youths both were feared by the ruling dynasts and incarcerated in the province of Fārs:  Esmā`il by the Āq-Qoyunlu, and Āghā Mohammad Khān by the Zands.

But the similarities diverge.  While Esmā`il was reputedly handsome and venerated by his followers as a god, the castrated Āghā Mohammad Khān had hardly the appearance of a valiant commander.  Esmā`il embodied religious and military power, but Āghā Mohammad Khān and his successors had to contend with the growing power of the Shi`a clergy.  Prompted by the void created by the downfall of the Safavids, the clergy increasingly relied on a militant theory of representing the "Hidden Imām,"
 undermining the position of the shāh as God's Shadow on Earth and challenging the power of the throne.


Esmā`il and Āghā Mohammad Khān both attracted the wrath of powerful neighbors:  Esmā`il by promulgating his militant Qezelbāsh propaganda at the eastern frontiers of the Ottoman empire, and Āghā Mohammad Khān by attacking the Georgian capital of Tiflis (Tbilisi), which forced the Georgians to seek the protection of the Russians, thus precipitating their southward expansion.  The contrast continued in the ability of their respective successors, the Safavid Shāh Tahmāsb (r. 1524-76) and the Qājār Fath-`Ali Shāh (r. 1797-1834), to manage ongoing hostilities.  Tahmāsb conducted essentially a guerrilla war against the larger and better equipped Ottoman forces of Soleymān the Magnificent, and concluded a favorable peace treaty when the opportunity arose.  In contrast, Fath-`Ali Shāh allowed frontier skirmishes with tsarist Russian forces to escalate into a full-scale war by a declaration of jihād (holy war), which resulted in the ignominious defeats in 1813 and 1828.  While Tahmāsb personally conducted the campaign against the Ottomans, the vain and narcissistic Fath-`Ali Shāh devoted his attention to some eight hundred wives and concubines
 (and the trim of his long beard) and left the handling of the war in the hands of the crown prince `Abbās Mirzā.  Torn by political intrigues and the resistance of the religious community against modernization, `Abbās Mirzā did not conclude a proffered treaty with Russia in 1811, nor did he seize the advantage when Russia was devastated by the Napoleonic wars of 1812.  The eventual conclusion of the war, after ignominious defeats in 1813 and 1828, resulted in the loss of the territories of eastern Armenia, the Caucasus, and the northern Caspian provinces. Perhaps even more severe was the loss of effective sovereignty, as the Russians and the British gained considerable influence over Iran's internal politics.  


After Fath-`Ali Shāh's death in 1834, the fortunes of the Qājār state slid rapidly into anarchy, tyranny, corruption, and backwardness.  By the early twentieth century, the dynasty had totally disintegrated, and the British and Russians partitioned the state into spheres of influence that gave the north to the Russians and the south to the British.  In 1919 the British, bribing the last of the Qājārs, Ahmad Shāh (r. 1909-24), his prime minister Vosuqoddowlé, and two other cronies, signed the Anglo-Persian Agreement.  If implemented, the treaty would have put an end to Iran's independence.  Strongly resisted by nationalist forces, the Anglo-Persian Agreement was abrogated when successive cabinets dared not present the agreement for approval to the parliament.
 

[SH2]Qājār Painting

[GT]By the seventeenth century, as a result of extended contacts with the West, the alien tradition of painting in oil on canvas was gaining currency among Persian artists.  By the Zand and Qājār periods, oil painting had more prestige than any other technique.  Major court painters such as Mehr-`Ali (see cat. no. 158) were no longer illustrators working in opaque watercolors, but oil painters. 


While the medium was borrowed from European painting, the style remained largely indigenous.  Essentially transposing the late Safavid style of manuscript painting into a larger scale, artists respected the conventions of two-dimensional painting and maintained the acquired taste for a slightly more realistic portraiture.  Significantly, the absence of three-dimensionality should not be construed as an inability to paint a truly realistic painting, but as the artist's deliberate attempt to create an idealized portrait in conformity with Persian taste.  

Cat. No. 157. 

[CPT]LACQUER COVERS FOR AN ALBUM

[CPB]Signed by Ahmad

Tehrān, dated A.H. 1237/1822

Lacquer on papier-māché

20.7 x 34.2 cm

[GT]These lacquer covers belonged to an album that was probably assembled by the order of Fath-`Ali Shāh in 1822, but dispersed in Paris in 1982.
  It contained Indian and late seventeenth-century paintings, among them cat. nos. 149 and 195a, 195b.


The scenes on the covers represent imaginary gatherings of the most celebrated poets of Persian literature.  On the left cover, from left to right, are Kamāl Esmā`il, Anvari, Ferdowsi (in the middle), Nezāmi, and Khāqāni; on the right cover are Jāmi, Sanā'i, Rumi, Sa`di, and Hāfez.  Two inscriptions reveal the date, the painter, and the patron:  "Dated twentieth of Shavvāl 1237," and "By the order of the world emperor [i.e., Fath-`Ali Shāh], Ahmad, a slave's son of the king of kings, has signed it." 

[PP]Published:  Drouot (Laurin-Guilloux-Buffetaud), June 23, 1982, lot H39

Cat. No. 158. 

[CPT]FATH-`ALI SHĀH 
[CPB]Signed by Mehr-`Ali

Tehrān, dated A.H. 1230/1814

Oil on canvas

Painting 224 x 103 cm

[GT]Fath-`Ali Shāh's response to the defeat of his armies by the Russians in 1813 was a strong desire to be portrayed with ever increasing magnificence.  Lack of military prowess would be compensated by projections of dazzling might.  Thanks to the spoils of Nāder's pillage of Delhi in 1739, there was an inexhaustible supply of jewelry to add glitter to the monarch's attire.  Clad in a jeweled coat of mail and armor, Fath-`Ali is magnificent, although hardly attired for combat.


The task of projecting an opulent image of Fath-`Ali Shāh was given to Mehr-`Ali, who had painted several portraits of the shāh, including the famous portrait of 1813, presently in the Negārestān Museum, Tehrān.
  In accordance with Persian convention, the artist created not a realistic portrait but an idealized one of a handsome, majestic, and noble king.  Broad shoulders and a slim waist project power and elegance.  A minimum of modeling added a touch of realism but maintained above all are the late seventeenth-century formulas of two-dimensional iconic representation, most noticeable in the lateral treatment of the boots and arms (see cat. no. 153).


The inscription in the cartouche gives the monarch's name:  "The Soltān Fath-`Ali Shāh-e Qājār."  The painter's signature at the bottom reads:  "Signature of the poorest slave, Mehr-`Ali, in the year 1230."

[PP]Published:  Sotheby's, April 4, 1978, lot 84

Cat. No. 159. 

[CPT]PRINCE MOHAMMAD-`ALI MIRZĀ DOWLATSHĀH 
[CPB]Signed by Ja`far

Probably Tehrān, dated A.H. 1236/1820

Oil on canvas

Painting 208 x 107 cm

[GT]An inscription on the upper right reads:  "The Navvāb Prince Mohammad-`Ali Mirzā Qājār."  Mohammad-`Ali Mirzā (1788-1821) was Fath-`Ali Shāh's eldest son.  Another Qājār prince, Azododdowlé, wrote of him:  "As a child he had a most astonishing encounter with His Highness the late Khāqān, Āghā Mohammad Shāh, in whose presence mature men, sixty years old, dared not to utter a word.  When the late shāh asked him, `What will you do if given this jeweled sword of mine?' his audacious reply was, `A sword cannot hang from two belts; I shall behead you and hang it from my own!'"
  Later the prince displayed much courage in successive battles against the Ottomans while he was governor of Kermānshāh, in charge of the western frontiers. 


Despite being the eldest son, Mohammad-`Ali was by-passed as heir-designate in favor of his brother `Abbās Mirzā.  Mohammad-`Ali's mother was Georgian, and Qājār tradition dictated that the crown prince be of Qājār parents.  In 1821 he died of cholera, at the early age of thirty-three.  The nineteenth-century British traveler James Fraser Baillie wrote the following account:

[EX]

The day after our arrival, intelligence reached the court of the death of Mahomed Allee Meerza, the eldest and worthiest of the King of Persia's numerous sons.  This prince had long held the important government of Kermanshah . . . 


Among many anecdotes that are related of the gallantry and decision of Mahomed Allee Meerza, the following is highly characteristic.  Assad Khan, chief of a considerable clan, in consequence of some disgust at the conduct of his sovereign, had abandoned his service, and retiring to certain fastnesses not far from Kermanshah, had taken to general plundering.  The prince determined to put a stop to this, after having in vain tried various methods to bring the rebel to his duty, at last headed an expedition against him; and having reached the place where the khan lay with his retainers, the prince in person, without saying a word to his followers, rode straight to the khan's quarters, entered his presence, announced himself, and sitting down, addressed him on the folly of his conduct in resisting a power that must at last overwhelm him; assured him that he had a high opinion of his merit, and was disposed to grant every indulgence to a brave, and perhaps unfortunate man; invited him to return to his duty and enter his service; but warned him against longer pursuing his present lawless and dishonourable course.  The khan, struck with respect at the presence of the prince, and with admiration at his spirited conduct, was readily brought to terms; and the prince, soon after, conferring upon him the government of a district, had the satisfaction of transforming a desperate plunderer into a brave and attached servant.

[GT]
An inscription at the bottom of the portrait reads:  "Signed by the servant to the state, Ja`far."  Only one other signed work by Ja`far is known, a mural from the Kolāh-Farangi palace of Shirāz depicting Karim Khān-e Zand and a few courtiers.
  The mural might not be contemporary with Karim Khān's rule (r. 1750-79), but it is certainly from the Zand period (1750-94), an era of high refinement and novel artistic expression, as displayed in the Modigliani-like portrait of a Zand prince in the Negārestān Museum, Tehrān.
  The portrait of Mohammad-`Ali by Ja`far is one of the most impressive of the Qājār oil paintings in the same tradition. 

[PP]Published:  Sotheby's, April 4, 1978, lot 86

Cat. No. 160. 

[CPT]THE COURT OF FATH-`ALI SHĀH
[CPB]Tehrān, ca. 1815

Opaque watercolor and gold on paper

Central panel 60 x 52 cm, side panels 33 x 135 cm

[GT]This painting is a reduced copy of a now destroyed mural that formerly decorated the Negārestān palace, Tehrān.  The painting depicts princes, viziers, and courtiers as well as foreign envoys in attendance at court; the occasion depicted is a fictitious greetings ceremony (salām) for the Persian New Year, Nowruz.  Foreign envoys were usually received at the salām of the second day of Nowruz.


Fath-`Ali Shāh (r. 1797-1834) is seated on the Peacock Throne (takht-e tāvus) and next to him--on the top row--are Mohammad-`Ali Mirzā, on the right, depicted with the same long beard as in cat. no. 159, and the crown prince `Abbās Mirzā, on the left.
  Among the foreign personalities are the British envoys Sir John Malcolm, Sir Hartford Jones, and Sir Gore Ouseley, on the left panel, and on the right panel, the French general Gardane, depicted here with two of his colleagues, Monsieur Jaubert and Monsieur Jouanin (see cat. no. 86).  


The French had been sent by Napoleon in 1807 to train Fath-`Ali Shāh's army against the Russians.  Their presence infuriated the British, and the East India Company's envoy, Sir John Malcolm, upon arrival in the port of Bushehr in 1808, demanded their expulsion before proceeding farther north.
  Fath-`Ali Shāh refused to concede the merchant representative's request.  Malcolm sailed back to India, but meanwhile Hartford Jones, who had been dispatched by London as the king of England's envoy to Fath-`Ali Shāh, reached Tehrān in February 1809, and he engineered the expulsion of the French. 


Lord Curzon, who visited Iran in 1889, and who later became the British Foreign Secretary, described the original paintings:

[EX]

Fath `Ali Shāh never built or occupied a palace anywhere without immortalizing himself, and his regiments of sons, and his crown and jewels and throne, and, above all, his wasp-like waist and ambrosial beard, in canvas, upon the walls.  There are two such paintings in the Negaristan.  One is a somewhat undistinguished picture of the Shāh and some of his sons, but the more widely known is an illustration of the monarch surrounded by his sons and chief ministers of State, seated upon the Takht-i-Taous, and receiving in solemn audience the plenipotentiaries of European Powers.  The Shāh and his sons occupy the end of the apartment, and upon either wall advance to his presence two long lines of life-size figures--fifty in all; those in the place of honour, nearest the sovereign, being the rival representative of Great Britain and France.  An historical anachronism appears to have been perpetrated here, with a view of representing, not so much a single incident, as the events of an entire period.  Accordingly, Sir John Malcolm, Sir Hartford Jones, Sir Gore Ouseley, and the French General Gardane, all figure in the pictures, being recognisable both by their uniforms and their features.  The Englishmen's dress consists of a three cornered cocked hat, laced red coat with huge skirts, white breeches, and the then obligatory Persian red stockings pulled up above the knee.  These paintings, which possess the very highest historical importance, and which in so dry a climate have been admirably preserved, were the work of Mohammad Hasan Khān,
 one of the most eminent artists of the period.  As works of art, whilst violating all laws of perspective and all requirements of angularity of pose, suggest no unfair idea of what was then the most rigid and Ceremonious Court of the East.

[GT]
As a historical document this painting depicts many personalities of whom no other portraits exist, and it is a catalogue of the ceremonial attire of the period.  Several copies exist, including those at the India Office Library and Records, London (Ms. or. 1239-42),
 the Negārestān Museum, Tehrān, and the Hermitage, St. Petersburg.  Perhaps in response to the defeats inflicted by the Russians in 1813, different copies were sent abroad to project an image of grandeur that was to be measured by the number of ambassadors attending Fath-`Ali Shāh's court.

[PP]Published:  Sotheby's, April 4, 1978, lot 86; C. Bier, ed., Woven from the Soul, Spun from the Heart: Textile Arts of Safavid and Qajar Iran, 16th-19th Centuries (Washington, D.C.: The Textile Museum, 1987), pp. 253-55 

[SH2]Calligraphy under the Qājārs

[GT]Although Qājār military power declined after the demise of its founder, Āghā Mohammad Khān, the arts of the book flourished.  Qājār princes and noblemen, like Teymurid princes, were highly educated in traditional Persian literature and were appreciative of the arts.  Training in calligraphy was de rigueur, and as a result, the body of calligraphic works produced in Qājār times is staggering in both quality and quantity.  Presented below is a small selection of calligraphic styles favored under the dynasty.

Cat. No. 161a, b. 

[CPT]KOLLIYYĀT OF SA`DI 
[CPB]Probably Tehrān, mid-19th century

170 folios 

Nasta`liq in 4 columns, 24 lines per page

Opaque watercolor, ink, and gold on paper 

Lacquer binding

Page 32.1 x 21 cm, text panel 22.1 x 12.5 cm

[GT]The manuscript, which begins with a preface (dibāché) by Bisotun,
 is divided in sixteen sections covering different works of Sa`di, including the Golestān and poems in Arabic.  An excellent example of the many Qājār manuscripts produced for princes and nobles in independent ateliers, the pages display an excellent nasta`liq script combined with exquisite illumination on thick, perfectly burnished paper.  Each section begins with a lavishly illuminated double-page.  The manuscript is unfinished, stopping at the third subsection of the sixteenth section, entitled "Majāles" (Gatherings).  There is no colophon, nor any indication of the scribe's name.


The manuscript's lacquer binding is representative of the nineteenth-century use of lacquerwork in Iran to decorate bindings, pen boxes, and mirror cases.

[PP]Provenance:  Ex-Kevorkian collection

Published:  Sotheby's, April 21, 1980, lot 212

Cat. No. 162. 

[CPT]TOZUK OF TEYMUR

[CPB]Copied by Mohammad-Taqi

Probably Tehrān, A.H. 1285/1868

105 folios 

Ink on paper 

Page 21 x 14 cm, text panel 14 x 7.5 cm

[GT]The Turkish word tozuk refers to a set of rules and directions, but in conjunction with the names of the Teymurids it is usually translated as "memoirs."  The Tozuk of Teymur is mostly a collection of thoughts and deliberations (kankāsh) presented as worldly advice.  The narration is in Teymur's voice as he reflects on the decisive moments of his victories and statesmanship.  This manuscript contains only the section of the text concerning Teymur's campaigns and the organization of his army and state.


The Tozuk of Teymur is thought to have first been written in Turkish by an anonymous author.
  Abu-Tāleb-e Torbati later translated the text into Persian and presented it to Shāh Jahān in 1637.
  


Among the interesting themes developed here is the long-lived idea that by the wish of God Almighty a renewer and propagator of the Mohammadan faith would appear every century after the hejira of the Prophet.  Teymur narrates that theologians, upon learning of his attempts to propagate the Islamic faith, testified that on the dawn of the eighth century of the hejira, Teymur, the Sāheb Qerān, would be chosen to reinvigorate the religion.  The theologian Mir Sayyed Sharif enumerates the seven previous renewers:  the Ommayad caliph `Omar, son of `Abdol-`Aziz (A.H. 99-101/717-20); the `Abbāsid caliphs Al-Ma'mun (A.H. 198-218/813-33) and al-Moqtader (A.H. 295-320/908-32); the Daylamite king Azododdowlé (r. A.H. 338-72/949-83); the Saljuq Soltān Sanjar (r. Khorāsān 1097-1157); the Il-Khān Ghāzān (r. A.H. 694-703/1295-1304); and the Il-Khān Uljāytu (r. A.H. 703-17/1304-17).  Of these men, the first three and the fifth ruled at the turn of their respective centuries, and each was a distinguished member of his dynasty.
  At the turn of the sixth century of the hejira, however, the Khārazmshāh Soltān Mohammad (r. A.H. 596-617/1200-1220) had fled from the forces of Changiz Khān.  Neither Soltān Mohammad nor Changiz could be designated as renewer and propagator of the Islamic faith.  To make the panegyrist's theory work, the Il-Khān Ghāzān was brought back and selected as the sixth and his brother Uljāytu was selected as the seventh.  


The colophon states that the manuscript was written by the order of the grand amir Sahāmol-molk, "who was named after the Prophet Khalil."  Khalil was a name of the prophet Ebrāhim (Abraham); the allusion to the prophet's name and the title Sahāmol-molk refer to Mohammad Ebrāhim Khān Sahāmol-molk, the commander of the army of Esfahān, who was later given the title Sahāmoddowlé by the Qājār Nāseroddin Shāh (r. 1848-96).
  He might have chosen the manuscript in consideration of its instructions on military organization and strategies. 


The scribe names himself as Mohammad-Taqi.  He might be the scribe Haj Mirzā Mohammad-Taqi who in the time of Nāseroddin Shāh was a superintendent of the army, a position that would have put him in contact with Sahāmol-molk.
  His beautiful nasta`liq is written in black and red ink in a powerful, consistent style.

[PP]Provenance:  Kevorkian collection

Published:  Sotheby's, April 26, 1982, lot 130

Cat. No. 163. 

[CPT]POEM FOR THE OTTOMAN AMBASSADOR

[CPB]Calligraphy signed by Mohammad-Hosayn, illumination signed by `Abdol-Vahhāb

Tehrān, dated A.H. 1297/1880

Ink and gold on paper

Page 32 x 19.5 cm

[GT]This calligraphy was created on the occasion of the birth of a son in 1880 to the Ottoman ambassador at the court of the Qājār Shāh Nāseroddin.  The birth coincided with the birthday of the imam `Ali, and so the infant was named `Ali, and the shāh conferred on him the title Kāmyār (Auspicious).  To immortalize this propitious event, the court poet Shokat composed two poems incorporating the birth dates as a chronogram, as customary in those days, and the court calligrapher Mohammad-Hosayn-e Shirāzi copied it.  Mohammad-Hosayn, royal calligrapher (kātebossoltān) to Nāseroddin Shāh, is considered to be among the ten best practitioners of the nasta`liq script.
 


The illuminator has signed his name:  "The least of the Hāj (pilgrims to Mecca), `Abdol-Vahhāb-e mozahheb-bāshi."  As the court illuminator (mozahheb-bāshi), he was in charge of the illumination of the famous manuscript of the Thousand and One Nights copied for Nāseroddin Shāh, presently kept at the Golestān Library, Tehrān (no. 2240).

[PP]Published:  Sotheby's, April 27, 1982, lot 18

Cat. No. 164. 

[CPT]STORY FROM THE GOLESTĀN OF SA`DI 
[CPB]Calligraphy signed by Abol-Fazl-e Sāvoji

Tehrān, dated A.H. 1292/1875 

Opaque watercolor, ink, and gold on paper

Page 50 x 32.5 cm

[GT]The signature of the artist states that the text was copied by the order of the ambassador of the Austro-Hungarian empire, "Monsieur-Le-Conte Debsky."  The calligrapher Abol-Fazl son of Fazlollāh-e Sāvoji is one of the rare calligraphers who could write nasta`liq in large characters while still maintaining a consistent elegance. 

[PP]Published:  Sotheby's, April 15, 1985, lot 114

Cat. No. 165. 

[CPT]CALLIGRAPHY IN PRAISE OF MOHAMMAD-HASAN MIRZĀ 
[CPB]Calligraphy signed by Amirol-kottāb

Tehrān, dated A.H. 1338/1919

Ink and gold on paper

Page 25.2 x 16.8 cm

[GT]Amirol-kottāb was a man of many talents.  His activities ranged from coin design and carvings to calligraphy, painting, and illumination.
  He excelled at the traditional scripts of naskh and rayhān, and at nasta`liq and monumental inscriptions.  This poem praising the last Qājār crown prince, written in a bold nasta`liq script, was authored by the calligrapher, and the illumination might well be his work. 

Cat. No. 166. 

[CPT]SHEKASTEH CALLIGRAPHY

[CPB]Signed by Mohammad-`Ali-ye Darvish

Tehrān, early 20th century

Opaque watercolor, ink, and gold on paper

Page 33 x 21 cm, text panel 19.5 x 10.1 cm

[GT]This page combines two sets of diagonally written lines of shekasté script, juxtaposed in opposite directions.  In the downward-slanting script, the calligrapher asks God to protect the chancellor (qā'em-maqām) from harm; in the upward-slanting script, he signs his name as Mohammad-`Ali-ye Darvish, stating that the work was penned, in the presence of some friends, with the hope that it would attract the approval and praise of the chancellor.

Cat. No. 167. 

[CPT]TA`LIQ CALLIGRAPHY

[CPB]Signed by Mohammad-Ja`far son of Mohammad-`Ali al-Hosayni

Probably Tehrān, dated A.H. 1209/1794 

Text panel 23 x 14.3 cm

[GT]The ta`liq script, originally used for writing official edicts (farmāns), was in the nineteenth century no longer used for official correspondence.  Nevertheless it was still practiced by calligraphers as one of the traditional scripts.  This practice page was probably copied from an earlier farmān; it contains a number of almost unrelated sentences encountered in the opening section of most decrees.

Cat. No. 168. 

[CPT]NASKH AND REQĀ` CALLIGRAPHY
[CPB]Tehrān, ca. 1900

Opaque watercolor, ink, and gold on paper

Page 34.5 x 22

[GT]The reqā` inscription in red ink on the top of this brightly illuminated document reads:  "His all-powerful majesty, the soltān of soltāns Mozaffaroddin Shāh-e Qājār, may God make eternal his kingdom."  Another inscription in red in the lower cartouche states that it was drafted "to strengthen his majesty's health."  The center inscription in naskh is a hadith (a saying in Arabic attributed to the Prophet) in support of the succession of Mohammad's cousin, `Ali.  The unusual, vivid color scheme of the illumination uses relief painting and gold dot embossing to enhance its visual attraction.

Appendix 1  

[SH1]Calligraphers Copying Masters

[GT]Calligraphy is an art acquired through practice and repetition.  Even masters often copied entire calligraphic works of previous masters, including their signatures, both for practice and to prove their abilities.  These replicas can be so exact that in the absence of certain factors, the copy cannot be distinguished from the original.  A selection of works by famous calligraphers and copies by equally famous practitioners are reproduced below, illustrating the chain of stylistic transmission.

Cat. No. 169. 

[CPT]CALLIGRAPHY 

[CPB]Signature of Yāqut

Possibly 13th century

Sols script

Opaque watercolor, ink, and gold on paper

Page 42.2 x 34 cm, text panel 21.7 x 14.5 cm

[GT]The signature reading "written by Yāqut al-Mosta`sami" names the renowned thirteenth-century calligrapher recognized as the master of traditional scripts:  mohaqqaq, reyhān, naskh, reqā`, sols, and towqi`.  Yāqut was a slave of the last `Abbasid caliph, al-Mosta`sem, in Baghdad, where he remained even after the Mongols captured the city in 1258.
  Yāqut's style was propagated by his pupils, the famous "group of six."
  Yāqut's signatures have been added to many works, and no well-founded study has established reliable criteria for recognizing authentic works by his hand.  Although the calligraphy style is strong and analogous to that of thirteenth- and fourteenth-century masters, one cannot be assured of the authenticity of the signature.  The illumination is a later addition datable to sixteenth-century Shiraz.

Cat. No. 170. 

[CPT]CALLIGRAPHY 

[CPB]Signed by `Alā'oddin of Tabriz, copying a calligraphy by Yāqut

Iran, dated A.H. 998/1589

Naskh script

Ink and gold on paper

Text panel 15 x 11 cm

`Alā'oddin was the epithet of the calligrapher Mohammad son of Shamsoddin Mohammad al-Hāfez of Tabriz, a scribe of Shah Tahmāsb.
  `Alā'oddin, also known as Alā' Beyg, was active in the second half of the sixteenth century and counted among his pupils the celebrated `Ali-Rezā-e `Abbāsi.  His signature here reads:  "Copied from the calligraphy of Master Yāqut, by the slave `Alā'oddin of Tabriz, 998." 

[PP]Provenance:  A. Soheyli collection

Cat. No. 171. 

[CPT]CALLIGRAPHY

[CPB]Signed by `Ali-`Askar-e Arsanjāni, copying a calligraphy by `Alā'oddin

Tehrān, dated A.H. 1287/1870

Naskh script

Ink on paper

Text panel 18.2 x 10.3 cm

[GT]The calligrapher, who signed his name "`Ali-`Askar-e Arsanjāni from Shirāz," copied two works by `Alā'oddin, one in blue and one in white.  The first includes `Alā'oddin's signature in its original form:  "`Alā'oddin Mohammad son of Shamsoddin Mohammad al-Hāfez of Tabriz";
 the second includes the date 1572.

[PP]Provenance:  A. Soheyli collection

Cat. No. 172. 

[CPT]CALLIGRAPHY

[CPB]Signed by Hāji Maqsud-e Maftul-band, copying calligraphies by `Abdollāh-e Heravi and Ahmad-e Sohravardi

Western Iran, mid-16th century

Reqā` and sols script 

Ink and gold on paper

Text panel 16 x 21 cm 

[GT]The beautiful horizontal calligraphy on the right is a replica from an original signed by Ahmad-e Sohravardi, one of Yāqut's famous six pupils.  The vertical one (left) is copied after a work by the fifteenth-century `Abdollāh-e Heravi (see cat. no. 30).  The replicas included in this page are copied by Hāji Maqsud, the son of the sister of a certain Mir Maftul-band who practiced calligraphy in the tenth century.
  The strength and consistency displayed by Hāji Maqsud in copying two different styles is most remarkable.

[PP]Provenance:  A. Soheyli collection

Cat. No. 173. 

[CPT]CALLIGRAPHY 

[CPB]Signed by Ahmad-e Neyrizi

Probably Esfahān, dated A.H. 1130/1718

Naskh script

Ink and gold on paper

Text panel 19 x 12 cm

[GT]An uncontested master of naskh, Ahmad-e Neyrizi was also a prolific calligrapher who has left a considerable amount of work, mostly Qorāns and prayer books.
  The signature reads:  "Written by the lowest slave, the one who prays for the longevity of this powerful state, Ahmad from Neyriz, in the year 1131."

[PP]Provenance:  A. Soheyli collection

Cat. No. 174. 

[CPT]CALLIGRAPHY

[CPB]Signed by Vesāl, copying a calligraphy by Ahmad-e Neyrizi

Probably Shirāz, dated A.H. 1255/1839

Naskh script

Ink and gold on paper

Text panel 18.3 x 19.7

[GT]The celebrated nineteenth-century Persian poet Vesāl-e Shirāzi was also an esteemed calligrapher.  The Arabic text in naskh on the diagonal is copied from an original by the nineteenth-century calligrapher Ahmad-e Neyrizi (see cat. no. 173) and even includes Neyrizi's signature.  On the bottom Vesāl explains in shekasté script that he copied the calligraphy by way of practice "while enduring a severe leg-ache," and upon the request of a certain Lotf-`Ali Khān, "the precious pupil [literally, of the eye, meaning important, famous] of the artist community."  This Lotf-`Ali Khān is probably the painter Lotf-`Ali-e Suratgar, a fellow Shirāzi. 

Cat. No. 175a, b. 

[CPT]TWO PAGES FROM AN ALBUM

[CPB]Signed by Mir `Emād

Iran, late 16th-early 17th century

Borders attributed to Mohammad-Bāqer, probably Tehrān, ca. 1822

Opaque watercolor, ink, and gold on paper

Page 33.5 x 21 cm, text panels 15.5 x 7.3 and 14.3 x 7 cm

[GT]The album which originally contained these two pages was probably assembled by the order of the Qājār Fath-`Ali Shāh in 1822 (see cat. no. 157).  It contained a number of Indian and late seventeenth-century Persian paintings (see also cat. no. 149) whose borders were mostly painted by Mohammad-Bāqer.  The borders here are also attributed to him.  Two calligraphic works by Mir `Emād were inserted on these two adjacent pages.


Like that of many other calligraphers, Mir `Emād's style underwent several changes.  He eventually combined the style of the first sheet, reminiscent of the bold and powerful hand of the sixteenth-century Mir `Ali (see cat. nos. 129g-129i), with the charming manner of Bābāshāh (active mid-sixteenth century), as seen in the second sheet, to create the nasta`liq script that continues unchanged to present times (e.g., see cat. no. 111).  `Emād included Mir `Ali's signature in the first sheet: "Written by `Ali"; his own signature reads:  "The poor `Emād of Hasani descent."  The signature on the second sheet reads:  "Written by the sinful slave `Emād of Hasani descent, may God forgive his sins."

[PP]Published:  Drouot (Laurin-Guilloux-Buffetaud), June 23, 1982, lots 29-30

Notes

[EN]

1.  Bayāni, vol. 4, pp. 217-22.

2. The six included Arghun-e Kāmeli (see cat. no. 12), Ahmad-e Sohravardi (see cat. no 172), Mobārakshāh (Golden Pen), Nasrollāh, Yusof of Mashhad, and Sayyed Haydar; see Qāzi Ahmad-e Qomi, Golestān-e honar (Garden of talents), ed. A. Soheyli (Tehrān: Bonyād-e Farhang-e Iran, 1352), pp. 21-22. 

3. Bayāni, vol. 4, p. 103. 

4.  Although both Bayāni and Minorsky state that `Alā'oddin was a pupil of Shamsoddin Mohammad, several signatures by `Alā'oddin indicate he was actually the latter's son; see ibid., pp. 103-4.

5. V. Minorsky, trans., Calligraphers and Painters: A Treatise by Qadi Ahmad, Son of Mir Munshi (Washington, D.C.: Smithsonian Institution, Freer Gallery Publications, 1959), pp. 79-80.  A recently sold Qorān (Sotheby's, London, April 26, 1991, lot 251) was signed by Hāji Maqsud of Tabriz and dated 1555. 

6. Bayāni, vol. 4, pp. 19-31. 

Appendix 2  

[SH1]Persian as an Administrative Language 

[GT]The Arab conquerors of the seventh century did not have the administrative capabilities or traditions to handle their greatly expanded territories and therefore relied on local personnel, languages, and practices to effectively govern the new empire.
  For more than half a century after the Arab invasion, Iran's fiscal registers and official correspondence continued to be written in Pahlavi, a script derived from Aramaic and adapted for use under the Sasanians, until the reforms introduced about 698 by the caliph `Abdol-Malek banned Pahlavi and promoted Arabic for such purposes.  Arabic--the language of the Qorān--came to dominate official documents, theological essays, and scientific treatises, while the spoken language underwent a transition that evolved into Persian.


By the tenth century, enriched by the assimilation of Arabic words, Persian began to emerge as a powerful poetic language.  The tongue of the tenth-century poet Rudaki and the contemporary historian Bal'ami, it is still very much the same a millennium later.


Beginning with the invasions of the Iranian lands by the Turkish Saljuq dynasty in the eleventh century, a reverse phenomenon took place.  Lacking a literary and administrative tradition, the Saljuqs, followed by Turco-Mongol invaders of the thirteenth century, adopted Persian as their court and administrative language, thus carrying it into all their conquered territories, including Anatolia and India.  A selection of official documents written in Persian from Anatolia, Transoxiana, and India follows. 

Cat. No. 176. 

[CPT]CERTIFICATE OF NOBILITY

[CPB]Written by Mohammad Mohtaram

Constantinople, dated A.H. 944/1537

Mohaqqaq and sols script

Ink and gold on paper

Page 74 x 28.5 cm

[GT]The Persian language penetrated Anatolia with the victory of the Saljugs over the Byzantines in 1071 and remained as the administrative tongue of the early Ottoman soltāns.  By the sixteenth century, although still the language of literature and religious institutions, Persian was replaced by Turkish for official correspondence.


This certificate confirms the descent from the Prophet Mohammad of Sayyed Eshāq b. Sayyed Mohammad al-Qodsi.  Such certificates allowed one to benefit from the privileges accorded to sayyeds, including tax exemptions.  The document was drawn and copied by Mohammad Mohtaram b. Tajoddin `Ali al-Hosayni, the naqib of Constantinople under the reign of Soleymān the Magnificent (the naqib being the doyen of the sayyeds).  The naqib's statement is at the top followed by his seal.  To the right is the confirmation of a higher authority, that of `Abdorrahmān b. Ahmad al-Hosayni, who calls himself the naqib over the "nobles" (i.e., sayyeds) of the Ottoman empire.  In consideration of his rank, his confirmation is highlighted by a surrounding gold field.  A third confirmation, which seems by its position to be of later date, is inscribed above the others by a Shaykh Mohammad al-Hosayni, who also calls himself the naqib over the nobles of the Ottoman empire; perhaps he succeeded the previous one and was asked to reconfirm the document.  The names of a number of witnesses appear at the bottom. 


The first five lines, as typical of an Islamic document, are written in Arabic, praising God in terms appropriate to a genealogical document, but the basic text is in Persian, an indication of the deep-rooted acceptance of the language in traditional institutions such as the sayyeds.


Mohammad Mohtaram's calligraphic ability is attested by the strength of the mohaqqaq script he used for the besmellāh at the top and the sols of the body of the text. 

Cat. No. 177. 

[CPT]FARMŽN OF ABOL-FAYZ MOHAMMAD BAHŽDOR KHŽN

[CPB]Transoxiana, dated A.H. 1140/1727

Nasta`liq script 

Ink and gold on paper

Page 91 x 49 cm

[GT]Persian persisted as the official language in Transoxiana, its birthplace, under successive Turco-Mongol dynasties and despite a massive assimilation of Turkish culture by the population.  Farmāns (decrees) and official documents were issued in Persian until the Russian annexations in the nineteenth centuries.  Today Persian remains the official language of the republic of Tājikestān but is all but forgotten in other Central Asian republics. 


In 1705 Abol-Fayz Mohammad Bahādor Khān (r. 1705-47) ascended the throne of Transoxiana as a scion of the Jānid dynasty (1599-1785), which claimed descent from Orda, the son of Changiz's son Juchi. 


This decree concerns the appointment of a certain Qāzi Mir Hosayn as the governor of Bokhārā and the district of Chahār-Sadé.  On the top, God's name is invoked:  "He is bountiful (fayyāz)."  Next is the ruler's name:  "The victorious sayyed Abol-Fayz Mohammad Bahādor Khān."  On the right is his seal imprint, encircled by golden arabesques; it reads:  "Abol-Fayz Mohammad son of Sobhān-Qoli Mohammad Bahādor Khān, 1124."  The seal was engraved in 1712.

[PP]Published:  Drouot (Boisgirard), Dec. 19, 1979, lot 150

Cat. No. 178. 

[CPT]FARMŽN OF DŽRŽ SHOKUH

[CPB]Signed by the vizier Vazir Khān

India, dated A.H. 1067/1657

Nasta`liq script 

Ink on paper

Page 73.5 x 40.5 cm

[GT]Persian was introduced into India as early as the eleventh century, during the time of the Ghaznavid incursions.
  By the fourteenth century Persian became the official language of the Delhi court, used for all administrative purposes.


This rare farmān (decree) of Dārā Shokuh is beautiful in its simplicity.  Following the besmellāh or invocation (In the name of God . . . ) at the top are two toghrās (calligraphic monograms), of Shāh Jahān and Dārā Shokuh, with Dārā's seal affixed to their right.  The first toghrā reads:  "By the order of the victorious Shahāboddin Mohammad, Sāheb Qerān II, the warrior king."  The second reads:  "The imperial signet of the lofty fortunate king, Dārā Shokuh Mohammad.  The seal reads:  "God, the lofty fortunate king, Mohammad Dārā Shokuh, son of Shāh Jahān, the warrior king, 1066."  The following text, addressed to the controllers of the districts of Motahaveré and Bandrabon, deals with a claim for a piece of land that had been given by a certain Kisaindamur Dardas to a Brahman called Kishdas.  The text concludes:  "Written on 27 Jomada II, 1067 [April 13, 1657]."  On the back of the farmān the scribe wrote:  "It is the writing of the master-loving disciple ("morid-e morshed parast"), Vazir Khān." 


The farmān's most interesting feature is Dārā's use, in both his toghrā and seal, of the title conferred on him by Shāh Jahān in 1642, Shāh-e Boland Eqbāl, the Lofty Fortunate King.
  His first seal as heir to the throne bears no such title (see cat. no. 42), nor does a seal dated 1644.
  Its adoption in the seal of 1655 was clearly an indication of Dārā's intention to manifest his rank and authority as the aging Shāh Jahān's heir. 

Cat. No. 179. 

[CPT]FARMŽN OF MOHAMMAD-`ALI SHŽH

[CPB]Lucknow, dated A.H. 1253/1837

Reyhān and nasta`liq script 

Ink on paper

Page 85 x 56 cm

[GT]This farmān (decree) grants permanent tax exemptions to a certain Omid-Ray.  At the top the besmellāh is written in gold in an elegant reyhān script.  The red seal in the center reads:  "The victorious, the helper of the religion, the soltān of the age, Anushiravān the Just, Mohammad-`Ali Shāh, the warrior king."  The seal, which invokes the epithet of the Sāsānian king Anushiravān (r. 531-79), is dated 1836, the date of the shāh's accession (r. 1836-42).  The inscriptions in the circles on the contour of the seal invoke first God's help, then the Prophet Mohammad's, his daughter Fatemé's, and the Twelve Imams of the Shi`a.  The use of a red seal, the āl-tamghā, was perhaps to invoke its imperial prestige; it was first used by the Mongols in Islamic territory, following a Chinese tradition (see cat. no. 28).  British influence is apparent in the design of the coat of arms at the top.  Two elegantly drawn toghrās (calligraphic monograms) are on each side of the seal.  The one on the right is a Qorānic verse (sura 4, āya 59), often quoted by Islamic rulers to justify their heavenly mandate.  The toghrā to the left essentially repeats the content of the seal, stating the soltān's names and titles. 

Cat. No. 180a-f. 

[CPT]SEALS

[CPB]India, late 18th-early 20th century

Silver or jade with engraved nasta`liq

Diam. cat. nos. 180a-180c, 180e, 6.3-10.5 cm; base: cat. no. 180d, 4 x 3 cm, cat. no. 180f, 4.1 x 4.1 cm 

[GT]All administrative instruments such as seals, whether for maharajas or British officials serving in India, were engraved in Persian, the court language of the Mughals.  Only with the exile of the last of the Mughal emperors to Burma and the annexation of India to the British empire in 1858 was Persian replaced by English as the official language.


The sumptuous seal of Henry John Chandler (cat. no. 180, upper left) is dated 1777.  It reads:  "State-counselor Henry John Chandler, the valiant navvāb, the one who risks his life for the Warrior King Shāh `Žlam.  18th regnal year."  Only the base of the seal of Maharaja Dowlat Rāo survives (cat. no. 180b, upper center), with an inscription that reads:  "The important warlord, my honorable son, Maharaja Dowlat Rāo Sindhiya Bahādor Sri Nabhé, the victorious of the age, the independent governor, the supreme commander, the privileged son of the prominent Pandit Purdhon Maharaja Dahraj Savay Bāji Rāo Gehnathé Bahādor, the one who risks his life for the warrior king Shāh `Žlam.  Year 1210 [1795].  38th regnal year."  A seal of William Harwood (upper right, cat. no. 180c), is inscribed:  "19[th regnal year of Shāh `Žlam II, r. 1760-88].  The strengthener of the state, Mr. William Harwood, the valiant warrior, the loyal servant of the warrior king Shāh `Žlam, 1192 [1778]."  


The four-fish emblems mounted on the back of Mirzā Mohammad's seal (cat. no. 180d, lower left) indicate a provenance from the state of Lucknow.  The inscription reads:  "The one with the dignity of Jamshid and the splendor of Solomon, Mirzā Mohammad; year 1256 [1840]."  Another seal, whose owner is tentatively identified as John Monkton, is dated 1818 and adorned with an exquisite floral arabesque (cat. no. 180e, lower center). 


David Ochterlony was appointed in 1803 as the first British Resident in Delhi.  His seal (cat. no. 180f, lower right) is of jade and inscribed:  "The support of the state and the fortifier of the empire, the distinguished and loyal commander, Khān-General Sir David Ochterlony, Baronet Bahādor, the victorious, 1239 [1824]."  Sir David's Latin initials are engraved at the top.  The seal, which is dated after his resignation, attests that he was still honored at the Mughal court. 

[PP]Published:  Christie's, Oct. 15, 1980, lot 168 (cat. no. 180a); Sotheby's, April 26, 1982, lot 65 (cat. no. 180b)

Notes

[EN]

1. Albert Hourani, A History of the Arab Peoples (Cambridge: Belknap Press, 1991), p. 87.  [AS: I've added this citation.]

2. Bakhshish Singh Nijjar, Panjab under the Sultans, 1000-1526 A.D. (Lahore: Book Traders, 1979), p. 171. 

3. The vizier addressed Dārā in the same terminology as a Sufi disciple would use for his religious master, suggesting that not only Dārā but his whole entourage were Sufi devotees.

4. See The Indian Heritage: Court Life and Arts under Mughal Rule, exh. cat. (London: Victoria and Albert Museum, 1982), no. 75.

Appendix 3

The Divine Glory: A study in continuity

In the introduction to this book, I describe a pattern of behavior used throughout history by Persians to reconcile the fact of foreign conquest, a strategy of assimilation and adaptation to the most manifest social, political, and cultural attributes of the invader.  Even when a conquering force lost its political dominance, these acquired traits were not cast off.  Instead they were amalgamated with indigenous traits to create a genuinely Persian synthesis.


The purpose of this essay is to suggest the relevance of the ancient Persian concept of the khvarenah, the Divine Glory, to this behavioral pattern.  I will further discuss how the Divine Glory was perceived, how its possessor obtained legitimacy, and how he attracted obedience and allegiance.

The Concept of the Divine Glory 

Writing in 1596, Abol-Fazl-e `Allāmi (1551-1602), a minister to the Mughal emperor Akbar, defined the Divine Glory in the following terms: 

Kingship is a light emanating from God, and a ray from the sun, the illuminator of the universe; it is the argument of the book of perfection, the receptacle of all virtues.  Modern language calls this light farr-e izadi [Divine Glory] and the tongue of antiquity called it kiyān kharré [Kingly Glory].  It is communicated by God to kings without the intermediate assistance of anyone, and men in the presence of it bend the forehead of praise toward the ground of submission.



Those who possessed the Divine Glory were to rule and be obeyed.  The Il-Khānid historian Rashiddodin, asserting his patron's predestined kingship, recounts that when the young prince Ghāzān (r. 1295-1304) met his uncle, the Il-Khān Ahmad Tegudār (r. 1282-84), "Ahmad perceived the Kingly Glory in him."
  Kāshāni, chronicler to Ghāzān's brother Uljāytu (r. 1304-17), used the same term to characterize his own patron:  "Kingly Glory radiated from his [Uljāytu's] blessed face."
  In Mughal India, the Divine Glory of the emperor was depicted as an aura radiating behind his head (see cat. nos. 129a, 129b), which was described by Abol-Fazl as: "the sunburst (shamsé) [that adorns] the royal throne is the Divine Glory itself."
  


The Divine Glory was called khvarenah in the ancient Avestā texts of Zoroastrianism; it was called kharré in Middle Persian and farr or farré in modern Persian.  It continuously has been perceived in Iran as a main attribute of kingship.  The seventh-century Pahlavi text Kārnāmag-i Artakhshir Pāpakān (Chronicles of Ardeshir-e Bābakān) recounts the flight of Ardeshir I (r. 224-41), founder of the Sāsānian dynasty, together with a beautiful maiden, from the court of Ardavān IV (r. 216-24), the last Pārthian ruler: 

Thereupon Ardawan equipped an army of 4,000 men and took the road towards Pars after Artakhshir [Ardeshir I].  When it was mid-day he came to a place by which the road to Pars passed, and asked, "At what time did those two riders whose faces were set in this direction pass by here?" Then said the people, "Early in the morning, when the sun rose, they passed by swiftly . . . and a very large ram ran after them, than which finer could not be found.  We know that already 'ere now he will put behind him a distance of many parasangs, and that it will be impossible for you to catch him."  So Ardawan tarried not there, but hastened on.  When he came to another place, he asked the people, "When did those two riders pass by?"  They answered, "To-day at noon did they go by . . . and a ram ran after them."  Then Ardawan was astonished and said, "Consider: the two riders we know, but what can the ram be?"  Then he asked the Dastur [vizier], who replied, "That is the Kingly Splendour:  it hath not yet overtaken him, but we must make haste; it is possible that we may catch them before it overtakes them."
  

The next day the ram, the manifestation of the Divine Glory, had already joined Ardeshir.  Consequently the vizier advised Ardavān to abandon his pursuit, as Ardeshir had been blessed with the Divine Glory.  Ardavān was eventually defeated by Ardeshir, and the Pārthian dynasty brought to an end. 

Perception of the Divine Glory

The Divine Glory grew in power as the victories of a king accrued, sanctioning his authority and rule.  A series of decisive triumphs could so strengthen his Divine Glory that it reflected favorably upon his progeny and legitimized their succession.  Thus the Sāsānians, who inherited the Divine Glory of Ardeshir, "claimed both descent and kingship from all the earlier, divinely chosen royal families of Iran."
  When the king held both the spiritual and temporal leadership of his community, as did Ardeshir,
 his authority and the rights of his heirs were uncontested.


By virtue of his Divine Glory, the king was expected to spread justice, uphold good religion, and care for his subjects.
  The king himself was never considered divine; he was human and fallible.  If he failed in his duties, his Divine Glory would depart and chaos would ensue.  Therefore kingship required the advice of wise viziers to ensure righteous rule, and it was incumbent on sage men to advance temporal stability with benevolent advice to the ruler who possessed the Divine Glory.


A crucial aspect of the concept of Divine Glory was that its possessor need not be Persian.  A foreign conqueror could embody the Divine Glory by the sheer magnitude of his accomplishments.  Alexander the Great, who invaded Iran and burned the Achaemenid capital of Persepolis, entered Persian literature, alongside the Sāsānians and earlier Iranian heroes, as a legendary figure, and his numerous feats were recounted in the great collection of Persian epics, the Shāhnāmé (see cat. nos. 27i, 95, 100).  


The cultural characteristics of the conqueror attracted Persians for two reasons:  a desire to affiliate themselves to the new ruling power, and a curiosity about the qualities that ensured such success.  Although adoption of foreign traits facilitated integration with the ruling elite, there was a genuine quest to excel within the foreign conqueror's regime.  Persian administrators who reached positions of power and wealth did not attempt to usurp the conqueror, but instead offered their services and advice to further consolidate the conqueror's power while simultaneously advancing their own careers and enriching themselves.  

`Abdollāh Ebn-e Moqaffa` 

A characteristic demonstration of the Persian reaction to foreign occupation is that of Ruzbeh of Jur, better known as `Abdollāh Ebn-e Moqaffa` (720-56), one of the great literary figures of the early Islamic period and a founder of Arabic literary prose.
  His father, Dāduyé, was a resourceful Persian administrator serving the `Omayyad caliphs as a tax collector.  Accused of embezzlement, Dāduyé was tortured and sentenced to death but managed to escape the sentence by bribing the executioner.
  The tortures left him impaired and earned him the name al-Moqaffa`, the crippled, an epithet that would be immortalized by his son.  Dāduyé did not seek revenge against his Arab masters; instead he sought the best possible education in Arabic for `Abdollāh by appointing two eloquent (fasih) Arab scholars, Abol-Jāmus and Abol-Ghul, as his tutors.
  Ebn-e Moqaffa` proved to be talented in Arabic, and he was appointed secretary to successive Arab officials, first `Omayyad, then `Abbāsid, when the caliphate changed hands in 749.  He rose to prominence among the literati of Kufa, Basra, and the newly founded capital city of Baghdad.


Ebn-e Moqaffa`'s remarkable production of Arabic literary works included a number of translations from Middle Persian (Pahlavi) into Arabic, the most famous of which is Kalilé va Demné, the fables originally brought to Iran from India in Sāsānian times.  Ebn-e Moqaffa`, perhaps with his son Mohammad, reputedly translated into Arabic many Greek philosophical works that became known to the Persians after the Greek conquests of the fourth century B.C.
  Classical philosophy long forgotten in the West was thus kept alive in the Islamic world, where for four centuries it sparked intense philosophical and theological debate. 


The most interesting of Ebn-e Moqaffa`'s literary works for this discussion is perhaps a political pamphlet addressed to the second `Abbāsid caliph, al-Mansur (r. 754-775), generally referred to as Resāla fes-sahāba (Treatise on the retinue of the caliph).
  In it Ebn-e Moqaffa` analyzed social, religious, and political problems facing the caliphate, including the choice of officials and companions to the caliph, and offered suggestions and advice for the consolidation of `Abbāsid power.  His devotion to the caliphate is best revealed when he addresses the issue of his fellow Persians, the Khorāsānian army stationed in Iraq:  "These are troops that have had no equal in the armies of Islam, and that have qualities that, by God's will, shall elevate them to perfection."
  He continues by praising their honesty and obedience, "not encountered in any other group," and emphasizes the need for proper education in a unified language.  He goes on to advise: 

Now then, if the Commander of the Faithful would issue a clear and succinct code of conduct, including what the troops must practice and what they should abstain from, a convincing and easy document that the officers could learn by heart in order to apply it in their commands, and that their subordinates would undertake to respect, such initiative--by God's will--shall be excellent for the morale of the army and a decisive reference for those who concur with it.  And God is aware of shortcomings.
 


The Khorāsānian army led by General Abu-Moslem had spearheaded the `Abbāsid revolution against the `Omayyads, yet fearful of Abu-Moslem's growing popularuty, al-Mansur ordered the general's assassination in 755.  Ebn-e Moqaffa`'s respectful tone in addressing the caliph does not indicate fear of further reprisal against the Persian community.  His objective seems to have been to reassure the caliph of Khorāsānian loyalty and to encourage a better integration of Persians into his administration, thereby consolidating the caliphate's position. 


Ebn-e Moqaffa` apparently sought to serve the caliphate and to be recognized as a loyal servant.  He addressed the caliph as Commander of the Faithful and as imam, recognizing him as the spiritual and temporal leader of the community.  Such treatment indicates that the caliph was perceived as possessing the Divine Glory.


During his career Ebn-e Moqaffa` not only impressed his Arab masters and peers with his facility in Arabic but dazzled them with the refined lifestyle characteristic of the Persian nobility.
  He freely spent the fortune he had accumulated during an earlier appointment in Kermān,
 and his largess was proverbial.  At a reception given by an Arab official, he bestowed "a thousand jewelry boxes" on a woman singer, and on another occasion, when Ebn-e Moqaffa` offered a choice piece of land to the same singer, an Arab military chieftain exclaimed, "Well done, Persian, you have surpassed us all!"
 


Ebn-e Moqaffa` became famous for his eloquence in Arabic, and his example would be followed by many other Persians who contributed to the development of the language, including Sibuyé (Sibawaih), the greatest of Arabic grammarians.
  The result of this Persian role in the development of the Arabic language was a new Persian language enriched by an influx of Arabic words and style. 

Caliphal Authority and the Transposition of the Divine Glory 

The caliphs, successors of the Prophet Mohammad as leaders of the Islamic community, were addressed as Commander of the Faithful.  Like the Sāsānian kings, the caliph was both the secular and religious leader of his community.  In the eyes of Persians, the caliph possessed the Divine Glory, which was magnified with each expansion of the Islamic empire.


The first four caliphs were elected from the companions of the Prophet, until Mo`āviyyé, an `Omayyad, usurped the caliphal seat in 659 (see cat. no. 23), and made it hereditary in his own family.  Under the `Omayyads the simple decentralized form of early Islamic government gave way to imperial tendencies, resulting in an administration that in large part followed the Sāsānian model.  Influenced by Persian administrators, architects, and artists, caliphal institutions began to reflect the concept of the Divine Glory.  This concept, represented in the form of a sunburst mosaic surrounding the throne, is still visible in the ruins of the `Omayyad palace of Kherbātol-Mafjar in Jordan.
 


In an Islamic context, however, the Persian concept of the Divine Glory required an ancestral line from the Prophet Mohammad.  Lacking such a heritage, the `Omayyads continually faced uprisings by supporters of the house of the Prophet.  In 749 the `Abbāsids, descendants of the Prophet's uncle, `Abbās, supplanted the `Omayyad caliphs through their claim of direct succession.


With the weakening of caliphal power in Baghdad, some provinces claimed semi-independence, among them Khorāsān and Transoxiana.  Although their rulers established dynasties and exercised secular authority within their territories, their power still required the sanction of the caliph, who, as Commander of the Faithful, was the ultimate source of political legitimacy.  For example, even when the Buyids, a Persian dynasty of Shi`a affiliation, occupied Baghdad, the caliphate was not abolished; the puppet `Abbāsid caliph was left in place to bolster the legitimacy of Buyid rule. 


When the Buyid Mo`ezzodowlé Ahmad (r. 945-67) entered Baghdad in 945, he wished to replace the `Abbāsid caliph with a direct descendent of `Ali, the son-in-law of the Prophet.  But an adviser spoke against such a change:  "Today, you have a caliph believed to be a usurper by you and your followers; should you order his demise, you shall be obeyed; however, if you designate an `Alid as the caliph, your followers will consider him as legitimate, and should he order your murder, some shall obey him."
  As cities and provinces changed hands, the legitimacy of each new dynasty depended on the sanction of the caliph.  

A Quest for Synthesis

One of the earliest Persian commanders to rise in the Islamic era was the Khorāsānian general Abu-Moslem, who led his troops against the unpopular `Omayyads, causing their downfall in 749.  Unlike the Spaniard El Cid who fought against Moslem invaders, Abu-Moslem did not seek to restore the Persian monarchy or the Zoroastrian religion.
  Rather, he supported the `Abbāsids and sought to reinstate the caliphate to the house of the Prophet.  But apprehensive of his growing power, the `Abbāsid caliph al-Mansur accused him of treason and ordered his execution.  In Abu-Moslem's mind, however, the Divine Glory had shifted to the house of the Prophet, and he would not have supported an attempt to institute a rule whose legitimacy depended on elements outside Islamic canon. 


In fact, every leader to rebel against the `Abbāsid caliphate in the Persian lands suffered defeat, usually at the hands of another Persian who upheld the legitimacy of the caliph.  Bābak-e Khorrami, the leader of the Khorramdini uprising in Žzarbāyjān, who successfully resisted `Abbāsid forces for more than twenty years, was finally defeated by the Persian noble Afshin in 838;
 the rebel governor-dynast of Māzandarān, Māziyār, was betrayed in 840 by his brother and delivered to the Tāherids, Persian rulers of Khorāsān;
 and the Ziyārid condottiere Mardāvij (r. 927-35), who dreamed of Sāsānian grandeur and a coronation at Ctesiphon, the former Sāsānian capital near Baghdad, was assassinated by his own men.
  Those who succeeded in establishing lasting hegemony, such as the Tāherids or the Sāmānids, worked within the Islamic framework. 


When Persian dynasties were established far from Baghdad and caliphal authority, the revival of interest in past Persian glories that nearly always followed was never at the expense of Islamic-Arabic heritage.  Persian rulers instead boasted of a double lineage, albeit of dubious nature.  Panegyrists of the Tāherids, for example, praised their descent from the legendary Persian hero Rostam, as well as affiliation to the prestigious Arab tribe of Khozā`a; Buyid eulogizers extended the dynastic genealogy to the Sāsānian king Bahrām-e Gur (r. 420-39), while claiming descent from an Arab tribe said to have migrated to the Buyid homeland of Daylamān in northern Iran.
 


The gradual weakening of caliphal authority together with the rise in power of the amirs and soltāns necessitated a redefinition of the Divine Glory, as neither the soltāns nor caliph could claim both secular and religious leadership.  Soltāns ascended to the throne by force or by succession, usually independent of the caliph's will.  They were regarded as directly appointed by God, and although considered responsible to Him in temporal matters, religious authority remained with the caliph.
  To rectify this split in leadership, the Persian theologian Ghazāli (see below) expounded a theory that emphasized the interdependence of the two:  the soltān's legitimacy depended on the sanction of the caliph, and conversely, by acknowledging the power of the soltān, the caliph gained military support he otherwise lacked.
  Under this system, the soltān, who could claim only a "partial" Divine Glory, was referred to as the Shadow of God on Earth (Zellollāh). 


The Mongol conquests of the thirteenth century abolished the `Abbāsid caliphate of Baghdad and shifted association of the Divine Glory to the house of Changiz Khān, founder of the Mongol empire.  While the Mamluks (1250-1517) eventually reinstated a puppet `Abbāsid caliph in Cairo, the change in the source of political legitimacy in the Persian lands was irreversible.  Even when Mongol power withered, legitimacy continued to be sought through Changizid rather than `Abbāsid puppets.


Conversion of the Mongols to Islam shifted supremacy over religious matters to the Islamic clergy.  This separation of temporal and religious authority would at times confound rulers who wished to amplify their legitimacy.  The conservative chronicler Badāuni (1540-1615), in writing about the events of 1579, lamented that the emperor Akbar (r. 1556-1605) "was so anxious to unite in his person religious and temporal leadership" that he attempted to recite the Friday sermon himself, usurping the prerogative of religious leaders.
  According to Badāuni, Akbar was following the example set by his Teymurid predecessors Teymur (1335-1405) and Ologh Beyg (1394-1449).  Akbar's anxiety reflected the imperfect legitimacy that the house of Teymur was never able to overcome (see chap. 2).  


The reunification of temporal and religious leadership in the Persian lands came with the rise of the Safavids.  As scion of the "sayyed" Sufi shaykhs of Ardabil and as grandson of Uzun Hasan, Shāh Esmā`il embodied both the yasa and the shari©at.  The chronicler Qāzi Ahmad, writing about Shāh Esmā`il's father, Shaykh Haydar (d. 1488), claimed that "the rays of kingship and [religious] guidance shone from his forehead" since he was the heir to both Turco-Mongol and Persian-Islamic legacies.
  By virtue of this inheritance, the Safavids claimed a legitimacy never again matched in the Persian lands.  They had regained the Divine Glory in full, achieving a new political synthesis (see chap. 5).

Ghazāli and Political Philosophy

In 1055 the Saljuqs delivered the `Abbāsid caliphs from their century-old tutelage to the Buyids and partially reestablished the authority of the caliph.  But the Fātemid challenge to the `Abbāsids remained unresolved.  The Fātemids of Egypt and Syria (909-1171) claimed superior religious authority by virtue of their direct descent from the Prophet and preached an appealing Shi`a theological doctrine based on an interpretation of Qorānic verses according to their supposed hidden (bāten, i.e., inner) meanings.  Their propagandists, called dā`is, were trained at the still extant university-mosque of al-Azhar in Cairo (founded 970). To counter al-Azhar and the threat of unorthodox doctrines, the vizier Nezāmolmolk (1010-92) founded a series of theological schools called nezāmiyyés.
  


In 1091 Nezāmolmolk appointed Abu-Hāmed Mohammad-e Ghazāli (1058-1011) to head the prestigious nezāmiyyé in Baghdad.  Ghazāli, a native of Tus (near present-day Mashhad), had studied Islamic jurisprudence with the famous Abol-ma`āli Jovayni and was respected in his own right before joining the services of Nezāmolmolk. 


In Baghdad, Ghazāli's numerous treatises against unorthodox sects, including his well-known Tahāfotol-falāsefé (Refutation of the philosophers) written in opposition to the Aristotelian Peripatetics, overwhelmed other viewpoints and rallied Islamic theology toward the mainstream Sunni position.  Like those of Ebn-e Moqaffa`, Ghazāli's writings attempted to consolidate caliphal authority.  His al-Mostazhari treatise composed by the order of the caliph al-Mostazhar (r. 1094-1118), for example, was not only an attack on Fātemid doctrines but a political manifesto justifying the caliph's authority.
 


One of the most brilliant minds of Islamic jurisprudence and theology, and a conservative who believed in strict observance of the shari`at, Ghazāli could not remain indifferent to the gradual degradation and surrounding corruption of caliphal power.  In 1095 he experienced a moral crisis, left Baghdad, and wandered for some ten years seeking wisdom and truth.  At the end of his journey, having regained his native Tus, he confessed that no form of insight was higher than a mystical knowledge that respected Islamic law and tradition.
  He maintained that intuition and inner perception lead to the most complete knowledge of the self and the divine.  Freed from official responsibilities, Ghazāli was able to express himself in terms of the mysticism that both he and his brother Ahmad, a renowned leader of Persian Sufism, had been acquainted with during their formative years in Khorāsān.


Ghazāli's desire to integrate Persian traditions is most manifest in respect to political theories.  In his Nasihatol-moluk (Kingly advice), written for the Saljuq Soltān Sanjar (r. Khorāsān 1097-1157),
 Ghazāli cited the concept of Divine Glory to justify a king's right to rule:

It must be understood that God gave him [the king] kingship and the divine light (farr-e izadi).  For this reason he must be obeyed, loved, and followed. Opposition to kings is not seemly.  One must not have enmity toward them because God most high said, "Obey God, obey the Prophet, and those in authority among you."



To reconcile the Persian concept with Islamic political theories, he evoked a Qorānic verse in which the phrase "those in authority" is interpreted as referring to rulers and soltāns.
  To supplement the soltān's shortcomings, Ghazāli advocated employment of a wise vizier on whose advice the good name of the soltān depended.



Having achieved the highest positions of Islamic jurisprudence, Ghazāli, who was referred to as Hojjatol-Islam (Proof of Islam), bent the Islamic theological framework to incorporate Persian political traditions.  The full synthesis of Islamic concepts with those of ancient Iran, however, would be achieved in the works of yet another Persian philosopher. 

The Philosophy of Illumination

A Synthesis of Philosophies

The man to synthesize Islamic philosophical schools of thought with ancient Iranian concepts was Shahāboddin Yahyā-ye Sohravardi (1154-91).
  Combining Aristotelian logic with interpretation of Qorānic verses, Sufi gnosis, and ancient Iranian mythological symbolism, he constructed a cosmogony based on the emanation of light rays from a unique source that he named the Light of Lights (nurol-anvār) and identified with the Peripatetics' "Necessary Being," i.e., God the creator.  Sohravardi's cosmogony is conceptualized as a pyramid at whose apex shines the Light of Lights and at whose base the earthly world is situated.  Within this cosmogony a hierarchy is devised based on proximity to the Light of Lights.  The closer an element is to it, the brighter it is and the higher the "truth" value of the element.  


Somewhere between the apex and the base Sohravardi situated a world of images called `Žlam-e Mesāl, translated as Mundus Imaginalis by the French philosopher Henri Corbin.
  Elements of the Mundus Imaginalis are pure form without substance; they reflect the essence and full potential of earthly phenomena.  To better understand the Mundus Imaginalis, one might consider it analogous to the notion of dual space in mathematics, whereby a one-to-one correspondence is established between elements of dual space and those of primal space, even though the elements might be of different natures.  Relationships might be considered in dual space and problems solved there, and then transposed back to the primal, in the same way that simulators are used nowadays to study physical phenomena by creating a bilateral correspondence between the phenomenon and a simulation.  According to Sohravardi, a vision of the images of the Mundus Imaginalis might result in perception of the reality of corresponding earthly phenomena.


The idea of the forms, or images, of the Mundus Imaginalis is based on the notion of inner perception dear to Sufis.  Ghazāli had previously likened the faculty of inner perception to a spring at the bottom of a pond irrigated by five fast waterways that constantly fill the pond with their alluvia, muddying the water.  The five waterways represent the five senses that overwhelm inner perception.  To arouse it, one must control and subdue the senses; then the pond will be filled with the clear spring water of inner perception.  Ghazāli advances an intuitive explanation:  every human has experienced in his or her dreams a vision of some future event, a vision that can only be had by inner perception, when the five senses are dormant.
  To Sohravardi, such a vision is a perception of the forms of the Mundus Imaginalis:  "Events of this earthly world are first projected onto the world of celestial bodies [i.e., Mundus Imaginalis], before their appearance here."
  Absolute knowledge of a phenomenon is then equated to the perception of the corresponding form in the Mundus Imaginalis, where the essence and the full potential of a phenomenon can be instantly perceived, while earthly knowledge is gradual and limited to interaction with other earthly phenomena.
  


In the context of the Philosophy of Illumination, the chosen ones are those "illuminated" by the rays reflected from the Mundus Imaginalis:

The light which bestows divine confirmation, which endows body and soul with power and lucidity, is called kharré in the [ancient] Persian tongue; and those [of these lights] that are specific to kings are called kiyān kharré.  Among the people who gained this light of divine confirmation was the possessor of occult powers, King Afridun [Fereydun], the one who instituted justice and reverence of God.
 


Sohravardi explains that, because of his Divine Glory, Fereydun triumphed over his enemy Zahhāk, the evil usurper. 

Next in his [Fereydun's] lineage of comparable stature is the manifest king (malek-e zāher), the blessed Kay-Khosrow. . . . He possessed the kiyān kharré, the light that appears in triumphant souls, before which necks [of the powerful] bend in obedience.



According to Persian legend, Kay-Khosrow recaptured the world empire of his great grandfather, Fereydun.  These two rulers, chosen by Sohravardi as embodiments of the Divine Glory, were world emperors known for their justice, wisdom, and piety.  Other legendary kings who reigned between them were not so honored.  Only the "king who learns wisdom and persists in his consecration of the Light of Lights" would accrue kingly glory and "become the natural ruler of the world."
 


These remarks come at the end of a discussion on "Prophethood and Miracles," where Sohravardi recognizes that the only exclusive attribute of the prophets is their mission from God; otherwise, in knowledge and divine inspiration, sages, mystics, and scientists might be considered superior and more "illuminated" than prophets.  Prophets might rely on their advice, in the same way that the prophet "David relied on Loqmān."
  Sohravardi implies that those not naturally disposed to inner perception and wisdom could acquire it through the guidance of a philosopher-sage or an enlightened vizier, the classic example being the world conqueror Alexander, who was tutored by Aristotle.
  The notion of benevolent advice to those in possession of the Divine Glory is again emphasized.


The philosophy of "illumination" consciously attempted to synthesize philosophical doctrines of Persian, Greek, Indian, and Islamic traditions
 into a universal theory that was yet very Persian in character.  Much like the impact of nasta`liq on Persian calligraphy, "illumination" doctrines completely dominated later Persian schools of philosophy, influencing generations of theologians, philosophers, and administrators.  Abol-Fazl's definition of the Divine Glory (see above), for example, is clearly borrowed from Sohravardi's passage concerning the Divine Glory of Fereydun and Kay-Khosrow. 


Finally, it can be argued that the idealized symbolic world that Persian artists depicted in their compositions reflects a preference for a cosmos in which elements harmoniously coexist in accord with their ideal natures.  In addition, Sohravardi's recognition of the potential of earthly phenomena in the images of the Mundus Imaginalis is to some extent a reflection of the long-lasting Persian taste for the ideal over the real.  

Present-day Perception of the Divine Glory

A fatalistic belief in the concept of the Divine Glory has resulted in a pliant, adaptable Persian political attitude.  Sohravardi states:  "In every seeking soul there is a portion of the light of God, be it abundant or little."
  Culturally attuned to this notion of the varying intensity of the divine light, it seems that Persians intuitively evaluate the intensity of their leaders' Divine Glory and shift their loyalties accordingly.  Persian history is only too filled with such opportunistic shifts of allegiance.


Devastated by decades of internal strife and turmoil in the eighteenth century, nineteenth-century Iran could hardly cope with the increasing power of Western nations.  Beginning with the crushing defeats inflicted by the Russians in 1813 and 1828, and continuing with the invasion of neutral Iran by the Allies in 1941 and the CIA-sponsored coup d'état of 1953, Iranians have reckoned with the might of Western technology and the effects of foreign intervention in their internal affairs.  The Divine Glory has shifted once again to powers outside the boundaries of Iran. 


Judging by the past, however, Persians will undoubtedly come to value and adopt many aspects of Western culture.  Present-day Iran's seemingly retardaire behavior in embracing Islamic fundamentalism can only be construed as a stage of its historical evolution.

-----------------------------------------
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From the late Soltân Abu-Sa`id, the exalted, the just: 


Your love sat in majesty upon the throne of the heart. 
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� See S. Album, "Power and Legitimacy: The Coinage of Mubâriz al-Din Muhammad ibn al-Muzaffar at Yazd and Kirmân," in Le monde iranien et l'islam (Geneva: Librairie Droz, 1974), vol. 2, pp. 157-71.
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� Ghani (ibid., p. 22) cites a poem of Salmân-e Sâvoji, in which Salmân complains about not receiving his share of the Shirâz levies, to demonstrate that there had indeed been an agreement to pay tribute to the Jalâyerids from Shirâz.
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� . M. Farrokh, ed., Mojmal-e Fasihi (Abridged history of Fasihi) (Mashhad: Tus Publishing, 1339), p. 97.  Two other chroniclers allow us to better situate the fall of Shirâz:  Mahmud-e Kotobi (d. 1402), a former bureaucrat in the services of the Mozaffarids, and Hâfez-e Abru (see cat. no. 22), writing in the early fifteenth century.  Kotobi gives a lengthy account of the incident including two dates framing the event: A.H. 765/1363-64, when the Jalâyerid forces arrived at the outskirts of Esfahân and pressured Shâh Mahmud to march toward Shirâz, and "Esfand A.H. 765," when Shâh Shojâ` set out from Abarquh to Kermân after being ousted from Shirâz (Kotobi, Târikh-e âl-e Mozaffar, pp. 87, 91).  The second date is misleading, for it mixes the solar month Esfand with a seemingly "lunar year."  As suggested to me by C. Adle, chances are that Kotobi was actually referring to the fiscal year A.H. 765.  Fiscal years were based on a solar calendar to concur with harvest cycles, and because the lunar year is shorter than the solar year, the fiscal year usually lagged behind and had to be adjusted every thirty-three years.  This hypothesis is further strengthened by considering the events that occurred between those two dates, including the first battle in Sar-e Châh, the subsequent retreat of Shâh Shojâ` to Shirâz and a second failed attempt to stop his opponents, and finally the lengthy siege of Shirâz, described as "very lengthy" by Kotobi (p. 89).  In his "Geography" (1415-17), Hâfez-e Abru estimated the siege of Shirâz at eleven months, which would push the fall of Shirâz to A.H. 766/1364.  The recapture of Shirâz by Shâh Shojâ` is cited by both historians as occurring on the twenty-fourth of Zol-qa`dé A.H. 767/August 6, 1366.  Between his flight from Shirâz and its recapture, Shâh Shojâ` spent most of his time in Kermân.  That stay is estimated by Hâfez-e Abru at thirteen months (British Library Or. ms. 931b, fol. 150a), which supports the fiscal-year interpretation of Kotobi's date.   The flight from Abarquh to Kermân occurred in Esfand (corresponding to Jomâda I) A.H. 766/March 1364.  Kotobi estimated Shâh Mahmud's reign in Shirâz as two years (p. 95), which would account for eleven months of A.H. 767 and a good part of A.H. 766.  In consideration of all these accounts, the fall of Shirâz into the hands of Shâh Mahmud must have occurred in the second quarter of A.H. 766 (winter 1365).





� Shâh Shojâ` was reported to have arrived in Tabriz at the beginning of autumn (Hâfez-e Abru, Zeyl-e jâme`ottavârikh, p. 248), and he left by winter.  The year A.H. 777/1375 began on June 2, the same month that the mirror was made.  Shâh Shojâ` was most certainly still in Esfahân, preparing his campaign against Tabriz (Kotobi, Târikh-e âl-e Mozaffar, p. 104).





� Shâh Shojâ` praised his own beauty in his poems (Ghani, Bahs dar âsâr-o afkâr-o ahvâl-e Hâfez, p. 358), although he was described in contemporary chronicles in slightly derogatory terms (according to the perceptions of the day) as "torkak" (Ahmad b. Hosayn b. `Ali-ye Kâteb, Târikh-e jadid-e Yazd [New history of Yazd], ed. I. Afshar [Tehrân: Iran-zamin Press, 2537], p. 164) and "tork-chehré" (Khândamir, Habibossiyar, vol. 3, p. 292), terms implying Turco-Mongol features.





� The decipherment of the talismanic inscriptions are beyond the scope of this study.  But to illustrate the process, one can consider the squares, which are divided into four rows and four columns for a total of sixteen squares, each with a number.  The sum of the numbers in each row, each column, and the diagonals is the same.  Furthermore, if the corresponding letter of each number in the abjad system is considered, the rows or columns can be related to verses of the Qorân, the invocation of which was supposed to enforce the wishes inscribed on the back of the mirror.  For example:


   7  14   9   4     


  12   1   6  15


   2  11  16   5


  13   8   3  10


All rows, columns, and diagonals add up to thirty-four.  For more on the subject, see G. C. Anawati, "Trois talismans arabe[s?] en provenance du Mali," Annales Islamogiques 11 (1972), pp. 287-339.





� The vizier's wife was Shâh Shojâ`s cousin through her mother and her father; see Kotobi, Târikh-e âl-e Mozaffar, p. 33.





� Ibid., p. 95.


� The word sâyen, or sâ'en in Arabic, means "the keeper," but in Mongolian it is an adjective meaning "good," as it was the posthumous surname of Bâtu Khân, founder of the Golden Horde.





� Because of their ancestor Ilkâ, the Jalâyerids are also known as the Ilkânids (not to be confused with the Il-Khânids).





� Hâfez-e Abru emphasized Shaykh Hasan's Hulâgid relationship as a "cousin to Soltân Abu-Sa`id" (Hâfez-e Abru, Zeyl-e Jâme`ottavârikh, p. 197) and stated that he was known as Oljatâyi, by the name of his mother Oljatây, daughter of the Il-Khân Arghun (p. 237).





� The manuscript was neither a joz` (a division representing a thirtieth of the Qorân) nor a complete section, but a selection of verses, as evidenced by sura 18 following sura 6.





� See, for instance, the colophon of a Qorân in the Walters Art Gallery, Baltimore (W559), dated A.H. 723/1323, reproduced in James, Qur'ans of the Mamluks, no. 50.  Bayâni, who had once seen the complete manuscript of these selections of the Qorân, attributed it to the fourteenth century; Bayâni, vol. 4, p. 97.
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� For further principles of the yâsâ, see L. Bouvat, "Essai sur la civilization Timuride," Journal Asiatique 208 (1926), pp. 193-299; G. Vernadsky, "The Scope and Content of Chingis Khan's Yasa," Harvard Journal of Asian Studies 3 (1938); D. Ayalon, "The Great Yasa of Genghiz Khan:  A Recapitulation," Studia Islamica 38 (1973), pp. 107-56.








� Changiz Khân had divided his empire among his four sons, each division called an ulus, or nation.  Transoxiana and Eastern Turkestân became the ulus of his second son, Chaghatây.








� A major conflict between the yâsâ and the shari`at concerned their different systems of taxation.  The qupchur, a hated poll tax levied by the military elite, was equated by the Muslims with the jezyé, an Islamic tax on non-Muslims.  The Mongol tamghâ, a tax set on trade and industry, replaced the Islamic zakât, but at a much higher rate.  In addition, arbitrary levies were demanded by different Turco-Mongol entities.  See I. P. Petrushevsky, "The Socio-Economic Condition of Iran under the Il-Khans," Cambridge History of Iran (Cambridge: Cambridge University Press, 1975-), vol. 5, pp. 534-36.








� J. Saunders, The History of the Mongol Conquests (London: Routledge and Kegan Paul, 1977), p. 95.








� Teymur married Sarây Malek Khânom of the harem of the Khân Qazan, a Changizid ruler of the ulus of Chaghatây.  Gurkân is the Persian pronunciation of the Turkish word k�ragen (son-in-law).








� Mirzâ Mohammad-Haydar Dughlât, A History of the Moghuls of Central Asia Being the Tarikh-i-Rashidi, trans. E. Denison Ross, ed. N. Elias (reprint; London: Curzon Press and Barnes and Noble, 1972), p. 83.  The story is actually related by Soltân Abu-Sa`id Mirzâ to Yunos Khân.  Suyurqhâtmish Khân was a descendant of the Great Khân Ogdây.








� J. Aubin, "Comment Tamerlan prenait les villes," Studia Islamica 19 (1963), pp. 83-122.








� For a later illustration of these towers as mentioned in the Zafarnâmé, see I. Stchoukine, Les peintures des manuscrits safavis (Paris: Librairie Orientaliste Paul Geuthner, 1959), pl. 27.








� L. Golombek and D. Wilber, The Timurid Architecture of Iran and Turan (Princeton: Princeton University Press, 1988), vol. 1, pp. 255-60.








� See Asnâd va nâmehâ-ye târikhi, az avâel-e dowrehâ-ye Eslâmi tâ avâkher-e `ahd-e Shâh Esmâ`il-e Safavi (Historical documents from the early Islamic period up to the era of Shâh Esmâ`il), ed. Sayyed `Ali Mo`ayyed-e Sâbeti (Tehrân: Tahuri Publishers, 1346), p. 356.








� See, for instance, Lentz and Lowry, fig. 19, cat. nos. 13, 15.








� Qâzi Ahmad-e Qomi, Golestân-e honar (Garden of talents), ed. A. Soheyli (Tehrân: Bonyâd-e Farhang-e Iran, 1352), p. 16.  See also cat. no. 45.








� V. Minorsky, trans., Calligraphers and Painters: A Treatise by Qadi Ahmad, Son of Mir Munshi (Washington, D.C.: Smithsonian Institution, Freer Gallery Publications, 1959), p. 64.








� Ibid., p. 142.








� Recently in Iran attempts have been made by several modern calligraphers to imitate whole pages as well as single lines of this Qorân.  Furthermore, a few older copies have surfaced.  A full page sold at Sotheby's on October 10, 1988 (lot 168), seems to be a later eighteenth- or nineteenth-century copy (perhaps prepared as a calligraphic exercise) since it lacked the aya marking between ayas 37 and 38; the calligraphy was of different style (especially the diacritical marks) and written on one side only, although the paper was finished on both sides.  Because they have been split in two, authentic pages have an unfinished side.


	Apart from recent copies, only one group of older Qorân fragments has the same type of paper and ornamentation, the same text dimensions, and the same calligraphic style as the manuscript of `Omar-e Aqta` under discussion here.  To this group belong the seven pages in the Mashhad shrine (see The Arts of Islam, exh. cat. [London: Hayward Gallery, 1976], no. 558; see also Muhammad Mahdi Harâti, Manifestation of Art in Writing Bismila [Mashhad: Printing and Publishing Foundation of Âstân-e Qods-e Razavi, 1988], p. 193); fragments in the Metropolitan Museum of Art, New York (18.17.1-.3, 18.26.12-.13, 1972.279; see The Arts of Islam: Masterpieces from the Metropolitan Museum of Art, New York, exh. cat. [New York: Harry N. Abrams, 1982], p. 171); three double-lines, including one sura heading, ex-Bayâni collection, in the Ahuan Gallery, London; three pages reproduced in Lentz and Lowry, cat. nos. 6a-c; and some single and double lines in private collections.












� This estimate of the number of folios in a complete Qorân, plus the usual additional fly leaves, was extrapolated from the text length of these two pages.  The  approximate weight of one ton, extrapolated from the average specific weight of a few large-sized manuscripts, substantiates Qâzi Ahmad's account that the Qorân had to be carried in a cart.








� Samarkand had been a major center for high quality paper production, and the bulk of the paper for this enterprise most likely came from there, although other sources cannot be ruled out.  See J. Pedersen, The Arabic Book, ed. Robert Hillenbrand (Princeton: Princeton University Press, 1984), pp. 60-67.








� The Qorân stand is reported to have once been in the main dome sanctuary of the mosque, before its collapse.  I have relied on measurements provided in Lentz and Lowry, fig. 26, which refer to the horizontal overall dimensions of the middle base.








� The thickness of the 340 folios would have been approximately 30 centimeters.  Taking into account the very large size of the pages and the width of the binding, the total thickness can be estimated at 35 to 40 centimeters, the same as that separating the two blocks of stone.  These blocks are shorter than the base and have a 45-degree slant.  A Qorân page that would rest on this stand would measure approximately 215 by 140 centimeters.  The text size of 165 by 99 centimeters would leave 25 centimeters at the top and bottom (almost the exact height of a single line) and some 40 centimeters for the two side margins, logical margins in proportion to the text size.








� See Lentz and Lowry, p. 27.








� The Qorân might have been transferred to Teymur's tomb, a relatively safer place than his by-then crumbling mosque, but nothing warrants Fraser's claim that the manuscript was meant to be deposited there.








� See J. B. Fraser, Narrative of a Journey to Khorasan in the Years 1821 and 1822 (London, 1825), p. 574.








� Bâysonghor's brother, Ebrâhim-Soltân, who lived to be forty-one and led a relatively calmer life in his fiefdom of Shirâz, left two copies of selections from the Qorân which are now preserved in the Pârs Museum, Shirâz.  Although they are large (65 by 45 centimeters and 81 by 61 centimeters), they number a few pages only (see M. Lings, The Quranic Art of Calligraphy and Illumination [London: World of Islam Festival Trust, 1976], nos. 81-82).








� Bâysonghor seems to have been more talented in the more cursive sols script than mohaqqaq.  This tendency is visible in the style of Ebrâhim-Soltân, who might have studied calligraphy with the same masters as Bâysonghor.








� See J. Woods, "The Rise of Timurid Historiography," Journal of Near Eastern Studies 46, no. 2 (1987), p. 82.  After Teymur conquered Damascus in 1401, Ebn-e Arabshâh's family was forcibly moved from there to Samarkand.








� Sharafoddin `Ali-ye Yazdi, Zafarnâmé (Tehrân: Amir-e Kabir Press, 1336), vol. 1, p. 19.  Yazdi even claimed that Teymur insisted on the recordings being "accurate and without exaggeration."








� Nezâmoddin-e Shâmi, Zafarnâmé (Tehrân: Bâmdâd Publications, 1363), p. 11.








� The body of the manuscript with only eight illustrations remaining was sold from the Kevorkian collection by Sotheby's on April 7, 1975, lot 187, and is now in a private English collection.








� Ibid.








� Yazdi, Zafarnâmé, vol. 1, pp. 349-50.








� In the preface, Hâfez-e Abru boasted that his travels had taken him to Transoxiana, the Central Asian steppes, Khorâsân, central and western Iran, Georgia and Armenia, Anatolia, and the whole of Asia Minor, Iraq, Afghanistan, and northern India; see Hâfez-e Abru, Zeyl-e jâme`ottavârikh-e Rashidi (Continuation of Rashidoddin's jâme`ottavârikh), ed. K. Bayâni (Tehrân: Anjoman-e Âsâr-e Melli Publications, 1350), p. 52.








� Ibid., p. 18; Woods, "The Rise of Timurid Historiography," p. 97.  This work is also referred to as Kolliyyât-e târikhi-ye Hâfez-e Abru (General historical works of Hâfez-e Abru).








� Hâfez-e Abru, Zeyl-e jâme`ottavârikh, p. 32.








� Zobdatottavârikh-e Bâysonghori sometimes refers to the entire Majma`ottavârikh prepared for Bâysonghor.








� See Woods, "The Rise of Timurid Historiography," p. 97; and Encyclopédie de l'Islam, 2d ed. (Leyden: E. J. Brill, 1960-), vol. 3, p. 60.








� See, for instance, R. Ettinghausen, "An Illuminated Manuscript of Hafiz-i Abru in Istanbul," Kunst des Orientes 1 (1950), pp. 30-44; Lentz and Lowry, p. 334; and R. Hillenbrand, Imperial Persian Painting (Edinburgh: Scottish Arts Council, 1977), p. 79.








� Some sizable sections are missing, including the histories of the Saljuqs, the Khârazm-Shâhs, and the Turks.








� The dibâché text matches that quoted by K. Bayâni as from an Istanbul manuscript (Topkapi Sarây Library, H.919) copied in 1480, with only minor differences.  For example, the Istanbul manuscript erroneously identifies Al-Moktafi as the nineteenth caliph; he is correctly named as the seventeenth in the present manuscript.  See Bayâni's introduction to Hâfez-e Abru, Zeyl-e jâme`ottavârikh, p. 22.








� Bayâni (ibid., p. 34) enumerates two introductions: a general one referring to both Shâhrokh and Bâysonghor, and an introduction to the first part (rob`) in the name of Shâhrokh only.  Ettinghausen ("An Illuminated Manuscript of Hafiz-i Abru in Istanbul," p. 43) reproduces a page with an illuminated heading that was once part of the present manuscript (then in the Kevorkian collection), and the first lines there exactly correspond to the general introduction for Bâysonghor.








� One copy is in the library of the Iranian Parliament in Tehrân (a gift of Sayyed Mohammad-e Tabâtabâ'i), no. 4654/30962; see Hâfez-e Abru, Zeyl-e jâme`ottavârikh, p. 38.  V. Rosen (Les manuscrits persans de l'institut des langues orientales [1886, reprint; Amsterdam: Celibus N.V., 1971], pp. 59-62) also gives two other manuscripts: no. 273 of the Institute of Oriental Languages, St. Petersburg (A) and one from the Museum of Oriental Art, Moscow (B).  Both have the same preface, which states the commission date as A.H. 828/1425 and refers to the replacement volume of Rashidoddin, and the same organization and divisions.








� Hâfez-e Abru, Zeyl-e jâme`ottavârikh, pp. 38-39; and Rosen, Les manuscrits persans, pp. 60-62.  In many passages of his writings, Hâfez-e Abru referred to three Teymurid rulers: Teymur, Shâhrokh, and Bâysonghor.  Teymur is called Sâheb Qerân, but the term "prince" is used both for Shâhrokh and Bâysonghor; in the Zobdatottavârikh Hâfez-e Abru mentions that he identifies Shâhrokh with the expression "saltanat-sho`âri" (literally, the one who has donned the robe of kingship) to differentiate between the two.  For Bâysonghor he used mostly "shâh-o shâhzâdé-ye a`zam" (exalted king and prince); see Hâfez-e Abru, Zeyl-e jâme`ottavârikh, p. 49.








� Once compiled, Hâfez-e Abru's part one was used for subsequent editions.  Little was changed from one work to another (most of part one actually came from the 1417 work for Shâhrokh).  Therefore the "part ones" of the manuscripts referred to by K. Bayâni with a starting date of 1425--British Library, Or. ms. 2774; State Public Library, St. Petersburg, no. 273; Malek Library, Tehrân, no. 4356; and Iranian Parliament Library, no. 4654/30962 (ibid., p. 32)--and versions A and B reported by Rosen (Les manuscrits persans, pp. 59-62) are actually copies of the replacement volume of Rashidoddin's Jâme`ottavârikh.  Those without reference to the work's commission in 1426 are copies from the works prepared for Bâysonghor (as C in Rosen).  The difference is well shown by Rosen in the textual comparison undertaken between manuscripts A, B, and C; see Rosen, Les manuscrits persans, pp. 54-113.








� R. Ettinghausen, "An Illuminated Manuscript of Hafiz-i Abru in Istanbul," p. 32.  The similarity in content between the Topkapi manuscript and cat. no. 22 is based on a list of contents of the Topkapi manuscript compiled by Prof. J. Woods, University of Chicago.








� Although the original volume one of the Jâme`ottavârikh was lost, it seems that Hâfez-e Abru had access to other copies.  As Rosen points out (Les manuscrits persans, p. 69), the original volume one of the works of Rashidoddin contained the history of the Mongols up to the reign of Uljâytu, but later historians reshuffled the order, and volume one began with the history of mankind.  Rosen also gives an almost complete list of section headings.








� See Lentz and Lowry, no. 27.








� See also ibid., no. 28, for a colophon-type page with an illustration related to the killing of the last `Abbâsid caliph in which the narrator speaks of the caliph's grandson as being alive.  The narrator is obviously Rashidoddin and not Hâfez-e Abru.








� For comparison of this replacement volume with some surviving Jâme`ottavârikh manuscripts see D. T. Rice, The Illustrations to the World History of Rashid al-Din, ed. B. Gray (Edinburgh: Edinburgh University Press, 1976); B. Gray, The World History of Rashid Al-Din (London: Faber and Faber, 1978); and Sotheby's, July 8, 1980, lot 244.  The surviving manuscripts have been rebound and trimmed; nevertheless, the sizes are fairly similar: 43.6 by 29.1 centimeters, line width approximately 24.5 centimeters, for the manuscript of the Rashidiya Foundation (ex-Royal Asiatic Society); and 45.1 by 34.2 centimeters, line width 25.4 centimeters, for the Edinburgh manuscript (Edinburgh University Library, Ar.20).  The Topkapi replacement volume is larger, measuring 54.2 by 37.7 centimeters.  See Ettinghausen, "An Illuminated Manuscript of Hafiz-i Abru in Istanbul," p. 42.








� The conflict also reflected the opposing interests of the traditional tribal leaders, such as the Ommayad, who had gained much favor during the caliphate of `Osmân, and the provincial companions of the Prophet who rejected the centralizing efforts of `Osmân.








� J. K. Poonawala, "`Ali b. Abi Tâleb," in Encyclopaedia Iranica (London: Routledge and Kegan Paul, 1975-), vol. 1, p. 842.








� There are a number of words missing throughout the text.








� See Gray, The World History of Rashid Al-Din, pls. 1-3.








� The text is a complete copy of a portion of p. 188 of Rashidoddin's section on the Esmâ`ilis, Fâtemids, and Nazârids of the Jâme`ottavârikh, ed. M. T. Dânesh-Pazhuh and M. Modaressi-ye Zanjâni (Tehrân: Bongâh-e Tarjomé va Nashr-e Ketâb, 2536), which is based on a 1314 manuscript.








� Other dispersed pages of this manuscript are to be found at the Rezâ `Abbâsi Museum, Tehrân (ex-Mahboubian collection); David collection, Copenhagen; Keir collection, London; Sadruddin Aga Khân collection, Geneva; and Los Angeles County Museum of Art (17.73.5.412).








� Ologh Beyg's reputation in astronomy was such that Jahângir, the fourth Mughal emperor of India (r. 1605-27), requested the astrolabe of Ologh Beyg from Shâh `Abbâs, the Safavid ruler.  Shâh `Abbâs obliged by making a duplicate for himself and sending the original as a gift to Jahângir; see Riazul-Islam, Indo-Persian Relations (Tehrân: Iranian Culture Foundation, 1970), p. 72.








� The Maleki calendar is described as one attributed to the Saljuq Soltân Malekshâh (r. 1072-92).








� All tabulations and numbers are given with abjad (Arabic) letters rather than in decimal numbers.  The numbers are expressed sexagesimally (i.e., in base 60, with degrees, minutes, and seconds).  The trigonometric functions are tabulated per degree (increasing horizontally) and per minute in the vertical column.  The values for an arc of x-degrees and y-minutes are written in black.  The values in the second column written in red are the differential quantities to be considered for each additional second.  The trigonometric tables have the merit of being accurate up to five sexagesimal places.  See "Islamic Mathematics and Astronomy," in D. A. King, Islamic Mathematical Astronomy (London: Variorum Reprints, 1986), p. 217.








� These tables aroused the interest of Western scholars as early as 1650 when John Greaves edited portions of the work under the title Epochae celebriores ex traditione Ulug Begi; in 1655 there appeared the Tabulae longitudinis et latitudinis stellarum ex observatione Ulug Begi by Thomas Hyde.  The explanatory part of the work was edited with an introduction by Sedillot (Paris, 1847), and a French version by the same scholar was published in 1853.  C. Rieu, Catalogue of the Persian Manuscripts in the British Museum (reprint; Oxford: Alden Press, 1966), vol. 2, pp. 454-57; and Sotheby's, October 13, 1980, lot 91.








� Undermining the efforts of his father and brothers to validate the house of Teymur through Islamic means, the appearance of the epithet gurkân after Ologh Beyg's name in the opening shamsé restates Teymurid legitimacy as derived through marriage with the house of Changiz.  (Like many other Teymurid princes, Ologh Beyg had married a Changizid princess.)








� See, for instance, the colophon of Bâysonghor's 1430 Shâhnâmé (Golestân Library, Tehrân, no. 716, illustrated in a facsimile reprint published in Tehrân by Offset Press, 1971).  By the fifteenth century the word soltân had lost its original meaning as an epithet of the king.  Many princes of the house of Teymur used the title, perhaps as rulers of their own fiefdoms.








� The manuscript contains all the text and tables pertaining to the chapters and sections enumerated in the introduction but ends abruptly with the last table, without a colophon page.








� E. S. Kennedy, "A Letter of Jamshid al-Kashi to His Father," Orientalia 29 (1960), p. 200.  I am grateful to T. Lentz for referring me to this document.








� For Ghiyâsoddin Jamshid's important contributions to mathematics and astronomy see E. S. Kennedy, "The Exact Sciences in Timurid Iran," Cambridge History of Iran, vol. 6, pp. 568-80.








� Kennedy, "A Letter of Jamshid al-Kashi to His Father," p. 193.  Ologh Beyg's prodigious memory is further attested by Ghiyâsoddin's assertion that he knew most of the Qorân by heart.








� Although the use of the term mowlânâ for respected scientists as well as artists was becoming fashionable, its use by a king in naming his subjects acknowledges great respect.








� Eventually `Ali-ye Qushchi joined the Ottoman court, where he compiled a treatise called Mohammadiyyé, in honor of S“ltan Mohammad; see F. Rahman, "`Ali Q–sji," Encyclopaedia Iranica, vol. 1, p. 876.








� See B. Gray, ed., The Arts of the Book in Central Asia, 14th-16th Centuries (Paris: Unesco, 1979), p. 70, for a binding of similar design on a manuscript dated 1463 at Baghdad, presently kept at the Topkapi Sarây Library, Istanbul (R.1021).








� Another inscription mentions that it belonged to a certain Soleymân in the days of Soltân Mohammad the Conqueror, but the date in abjad gives 1726.








� See M. M. Ashrafi, "Where Was the Portrait of Ulugh Beyk Painted?" Iranian Studies 21, nos. 1-2 (1988), p. 24; B. W. Robinson, Islamic Painting and the Arts of the Book (London: Faber and Faber, 1976), pp. 150-51.








� Other pages from the same manuscript are in the Museum of Fine Arts, Boston (14.552; A. Coomaraswamy, "Les miniatures orientales de la collection Goloubew au Museum of Fine Arts de Boston," Ars Asiatica 13 [Paris: Editions G. Van Oest, 1929], no. 19), and the Keir collection (Robinson, Islamic Painting, no. III.76).








� The manuscript is part of the collection of Islamic manuscripts in the Academy of Sciences of the Uzbek SSR, Tashkent.  For reproductions, see A. M. Ismailova, Oriental Miniatures (Tashkent: Gafur Gulyam Literature and Art Publishing House, 1980), nos. 24-26.








� This was the preface originally written circa 961 for Abu-Mansur Mohammad b. `Abdorrazâq, the governor of Tus, in a prose version of the Shâhnâmé, prior to Ferdowsi's version composed in verse.








� The modern scholar M. Bayâni mentioned a certain Esmâ`il al-Hosayni who had copied a manuscript comprising, in part, sections of the Shâhnâmé, the Khamsé of Nezâmi, and the Masnavi of Attâr, in the T�rk ve Islam Eserleri M�zesi, Istanbul, which can be dated to the fifteenth century.  He praised the high quality of the reqâ` script used in the writing of the sectional headings; see Bâyani, vol. 1, p. 66.








� The frontispiece of a manuscript of Sa`di's Bustân dated A.H. 846/1442, in the Istanbul University Library (no. F1412, fol. 2a, unpublished), uses the same composition but without the unconventional margin decoration.








� See I. Stchoukine, Les peintures des manuscrits timurides (Paris: Librairie Orientaliste Paul Geuthner, 1954), pl. 27.








� See, for instance, a very similar illustration for a 1441 Shâhnâmé, BibliothŠque Nationale, Paris (Suppl. Persan 493, fol. 98), reproduced in ibid., pl. 36.








� In a decree addressing the judges and issues of jurisprudence, a generic form of which is copied in the Jâme`ottavârikh, Il-Khân Ghâzân declared that "as the great edict (yarligh) of Changiz Khân stipulates that judges (qâzis), religious leaders, and the sayyeds were exempt from all taxations, we hereby confirm their tax-exempt status"; see Rashidoddin, Jâme`ottavârikh, p. 427.








� The epithet Abu-Eshâq (Father of Isaac) is frequently encountered in conjunction with the name Ebrâhim (Abraham), following the tradition set by the Old Testament story of the prophet Abraham, father of Isaac, in the Qorân.








� B. Lawrence, "Abu Eshâq Kâzar–ni," in Encyclopaedia Iranica, vol. 1, pp. 274-75, where the number of converts ranges from 24,000 to 100,000.








� Ebn-e Batuta, Voyages (Paris: Editions Anthropos/Unesco,  1979), vol. 2, pp. 90-91.








� A study to be published by Chen Da Sheng of the Fujian Academy of Social Sciences reveals a large number of tombstones found in China with Persian names, mostly in coastal areas.  For traders of Iranian origin settled in India, see R. Ferrier, "Trade from the Mid-14th Century to the End of the Safavid Period," Cambridge History of Iran, vol. 6, p. 422.  For Persians settled in Siam (Thailand), see Ibrahim ibn Muhammad, The Ship of Sulaiman, trans. John O'Kane (New York: Columbia University Press, 1972), p. 94.








� Batuta, Voyages, vol. 4, pp. 89, 271.








� Unfortunately the section mentioning the name of `Abdollâh (lines 49-53) is not original.  This is evident from the two half-seal impressions affixed at the top and bottom of this section (connecting it to the preceding and following sections), which are obviously crude imitations of the original; much inferior calligraphy; and a higher number of lines per section.  It might, however, be a genuine later copy.  All following remarks are based on lines lying outside this section.  `Abdollâh's appointment at line 64 reads:  "Be-khal`at-e khelâfat-ye kholafâ-ye morshediyyé sharaf-e ekhtesâs yâft" (He was honored to don the robe of the successors to the guide [Shaykh Abu-Eshâq]).








� The title `alamdâr, when used (line 68) with khâneqah/dârân khâneqah (keepers) and khâdemân (servants), must have been associated with a special rank and responsibility other than standard-bearing since the khalifé was also empowered to dispose of those `alamdârs "who deviate from the shari`at" (line 70).








� Line 68:  "Dar atrâf va navâhi-ye `âlam nozurât va hessé-ye moqufât mi-setând" (He gathered pledges and offerings from all over the world).








� Lines 54, 77.








� Batuta, Voyages, vol. 2, p. 64.








� B. O'Kane, Timurid Architecture in Khurasan (Costa Mesa, Calif.: Mazda Publishers, 1987), p. 92.








� G. Doerfer, "Âltun Tamghâ," in Encyclopaedia Iranica, vol. 1, p. 913.








� The gold seal itself was also referred to with the epithet homâyun; ibid.










� The character "sin" in the word qodessa is written wrongly.








� A. H. Morton, "The Ardabil Shrine in the Reign of Shâh Tahmâsb I," Iran 12 (1974), pp. 58-64.


� Zahiroddin Mohammad Bābor, Baburnama, trans. A. Beveridge (Lahore: Sangemeel Publications, 1979), p. 300.








� M. E. Subtelny, "Scenes from the Literary Life of Timurid Herat," in Logos Islamikos: Studia Islamica in Honorem Georgii Michaelis Wickens, Papers in Medieval Studies (Toronto: University of Toronto, 1984), p. 144.  I am grateful to T. Lentz for providing me with this article.  Interestingly, the names of most of the singers in Vāsefi's list include the term hāfez, which indicates that they were Qorān reciters by day and singers by night.








� Ibid., pp. 146-47.








� Trans. W. Thackston from Asnād va mokatebāt-e tārikhi-ye Iran (Iranian historical documents and official letters), ed. A. H. Navā'i (Tehrān: Bongāh-e Tarjomé va Nashr-e Ketāb, 1341), p. 437.  The text describes the gold coins as florins, the Florentine ducat used by the Ottomans.  The Āq-Qoyunlu ruler Soltān Ya`qub (r. 1478-90) conveyed ten thousand gold shāhrokhis to Jāmi "to buy the pearls of his prayers"; see V. Minorsky, Persia in A.D. 1478-1490: An Abridged Translation of Ruzbihan Khunji's Tārikh-i `Ālamārā-yi Amini (London: Luzac, 1957), p. 60.








� Bayāni, vol. 1, p. 247.  The correspondence does not indicate the name of the Teymurid prince.








� Ghiyāsoddin b. Homām Khāndamir, Habibossiyar (Dearest of the chronicles), ed. Mohammad-e Dabir Siyāqi (Tehrān: Khayyām Books, 1974), vol. 4, p. 135.








� The accession of Persian kings to the throne is usually referred to as enthronement; however, the strong emphasis placed on the crown in this painting has prompted the use of the term "coronation."








� Khāndamir, Habibossiyar, vol. 4, p. 25.








� Mirzā Mohammad-Haydar Dughlāt, A History of the Moghuls of Central Asia Being the Tarikh-i-Rashidi, trans. E. Denison Ross, ed. N. Elias (reprint; London: Curzon Press and Barnes and Noble, 1972), p. 83.








�At this point (circa 1469) there was only one crown prince; Mohammad-Hosayn Mirzā had not yet been born.


 


� During the fourteenth and fifteenth centuries, as contenders for the throne sought the Mongol legitimacy still deemed necessary for rule, symbols of kingship became important substitutes for a lack of birthright.  The parasol became so important a symbol that it was sent by rulers to their vassals for investiture (much like the robe of investiture sent by the earlier `Abbāsid caliphs to regional rulers).  Khāndamir recounts that the Jalāyerid Soltān Ahmad sent "a parasol and other emblems of kingship" to confirm the enthronement of the Qara-Qoyunlu Turkaman Pir-Budāq, son of Qara Yusof; see Khāndamir, Habibossiyar, vol. 3, p. 576.








� Trans. W. Thackston.








� For the notion of the soltān as the Shadow of God on Earth and the upholder of the Muslim religion, see A. K. S. Lambton, "Quis Custodiet Custodies?"  Studia Iranica 5 (1956), pp. 138-39.








� Khāndamir, Habibossiyar, vol. 4, p. 105.








� Baburnama, p. 258.








� Khāndamir, Habibossiyar, vol. 4, p. 137.








� Other works by Mansur have yet to be identified, but it is possible that some of the original paintings in a Golestān manuscript of 1468 are by him (cat. no. 214).








� The calligraphic panels in this painting are of outstanding quality.  The writing is calligraphy in the true sense, made in one stroke and not "drawn" as done by many painters.  The inscriptions on the building and the green cushions are in a majestic reyhān, and on the dais panel, they are in an elegant naskh.  Both Behzād and Shāh-Mozaffar incorporated fine calligraphy in their paintings.  Behzād's skills were formed under the tutelage of Āqā Mirak, the head of Soltān Hosayn's library-workshop and known to be a fine calligrapher.  Shāh-Mozaffar's painting and calligraphic apprenticeship must have been with his father.  Direct influence is evident from comparison of the calligraphy on the green cushion in cat. no. 29 with Shāh-Mozaffar's doorway panel in The Two Wrestlers (cat. no. 36a).  The composition, the choice of the reyhān script, and especially the treatment of the letters "lām-alef" are very similar.








� The word tabbākh, "the cook," following `Abdollāh's name is not an epithet.  With the Persian "-e," meaning "son of," it refers to `Abdollāh's father, who operated a dokkān-e āshpazi, a kind of restaurant; see Bayāni, vol. 2, p. 360.








� A native would not usually include his nesbat (name indicating place of origin) while residing in his home city.  The A.H. 873/1468 calligraphy is reported by Bayāni to be in an album in the Topkapi Sarāy Library, Istanbul (H.2153); see Bayāni, vol. 4, p. 83.








� Baburnama, p. 262.








� Bābor says that when Khadijé Beygom returned to Herāt, Soltān Hosayn married her and "made her a great favorite" and "very dominant indeed she became later on."  Ibid., p. 268.








� Lentz and Lowry, p. 360; trans. W. Thackston.








� After the defeat of Mohammad-e Sheybāni by Shāh Esmā`il in 1510, Badi`ozzamān Mirzā is known to have been at Esmā`il's court in Tabriz.  He was still there when the Ottoman Salim I occupied the city after the battle of Chāldorān in 1514 and was subsequently moved to the Ottoman court, where he died shortly later.








� See Lentz and Lowry, p. 207, no. 111.








� See M. Y. Kiani, "Do banā-ye tārikhi-ye hāshiyé-ye Khazar" (Two historical monuments by the Caspian sea), Muzehā [Tehrān], no. 5 (1362), pp. 34-44.








� Ibid.








� Among others, Badi`ozzamān Mirzā and the Mughal emperor Homāyun had their books carried along when fleeing their capitals; see Abol-Fazl-e `Allāmi, Akbar-nama (Book of Akbar) (reprint; Delhi: Rare Books, 1972), vol. 1, p. 219.








� Khāndamir, Habibossiyar, vol. 4, p. 362.  Māni, the third-century religious reviver who founded Manicheism, was reputed to have lavishly illustrated his own book, the Artang.








� I. Stchoukine, Les peintures des manuscrits timurides (Paris: Librairie Orientaliste Paul Geuthner, 1954), pp. 120-41.








� C. Rieu, Catalogue of the Persian Manuscripts in the British Museum (reprint; Oxford: Alden Press, 1966), vol. 4, pp. 164-66.  On his mother's side Mirzā Mohammad-Haydar Dughlāt was of Chaghatāyid descent.  His father and grandfather had successively married into the families of the Chaghatāyid khāns, thus acquiring the title gurkān.  Mohammad-Haydar Dughlāt himself married the sister of Soltān Sa`id Khān, the Chaghatāyid ruler of Kāshghar.








� The Tārikh-e Rashidi was dedicated in absentia to `Abdorrashid Khān, Soltān Sa`id Khān's son and successor, whom, in deference to his father, Mohammad-Haydar Dughlāt still considered his nominal overlord.








� For the Jalāyerid connection to the house of Hulāgu, see chap. 3, n. 83.








� By `Erāq, Mohammad-Haydar Dughlāt means western and central Iran, the domain of the Jalāyerids as successors to the Il-Khānids.  The term is used as distinct from Khorāsān, or eastern Iran.








� "Tārikh-e Rashidi (Rashidi chronicles)," ed. M. Shafi, Oriental College Magazine 10, no. 3 (1934), pp. 166-69.








� Ibid.








� The first drawing, Mohammad Ascending on Borāq (fol. 40b), is illustrated in L. Binyon, J. V. S. Wilkinson, and B. Gray, Persian Miniature Painting (London: Oxford University Press, 1933), pl. 95.  The other (fol. 86a, unpublished) is a portrait of Seyfol-Moluk, who seems to have the physical features of Bāysonghor himself.








� The portrait of Seyfol-Moluk is typical of the early Teymurid style, while in the other drawing Mohammad's face, hair, and turban are treated in a Jalāyerid or early Turkaman fashion.  The angel Gabriel's clothing, especially its hanging ribbonlike sashes, are in the style of Homāy and Homāyun in a Garden (Musée des Arts Décoratifs, Paris, Inv. 3727), datable to the first half of the fourteenth century; see Lentz and Lowry, p. 117.  Despite Mohammad-Haydar Dughlāt's allusion to Shāh-Mozaffar's pen drawings, these two drawings are so removed from the Herāt style of the 1470s and 1480s that, unless Shāh-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.








� Mohammad-Haydar Dughlāt recorded the following about Darvish Mohammad:  "He is my master, and a pupil of Shāh-Mozaffar.  He has no equal in thinness (bāriki) of brush and has surpassed even Shāh-Mozaffar.  However, [his paintings] display little maturity, elegance (andām), and grace.  His combat scenes are quite immature.  He has made a picture of a rider who has picked up a lion on a spear: the entire [picture] fits on the end of a grain of rice."  See Tārikh-e Rashidi, pp. 168-69.








� Attribution to Shāh-Mozaffar of another painting in the Rylands Layla va Majnun (fol. 34a) is tentative, as I have not been able to personally examine the manuscript.








� Figs. 8 and 9 have been attributed to Herāt, circa 1485, in consideration of stylistic similarities with paintings from the Chester Beatty Khamsé and the Rylands Layla and Majnun.  I am indebted to Zeren Tanindi for sending me slides of the Topkapi manuscript together with a copy of her article in which she detailed the close affinity among figs. 8-11.  See Z. Tanindi, "A Fifteenth-Century Manuscript of Humāy u Humāyun," Persica 8 (1979), pp. 129-35.


	Robinson believes that fig. 10 and fol. 34a of the Rylands Layla va Majnun are from a manuscript that was once part of the set of Navā'i works, dated 1485, copied for the crown prince Badi`ozzamān Mirzā (Bodleian Library, Oxford, Ms. Elliot 287, 307, 339, 408).  See B. W. Robinson, Persian Paintings in the John Rylands Library (London:  Sotheby Parke Bernet, 1980), p. 116.  For the attribution of fig. 11 (to Behzād), see F. R. Martin, The Miniature Painting and Painters of Persia and India and Turkey from the 8th to the 18th Century (reprint; London: Holland Press, 1968), pl. 77.








� For cat. no. 36a, see E. J. Grube, The Classical Style in Islamic Painting: The Early School of Herat and Its Impact on Islamic Painting of the Later 15th, 16th, and 17th Centuries (Lugano: Edizioni Oriens, 1968), no. 36.1, and E. de Lorey, "Behzad:  Le Gulistan Rothschild," Ars Islamica 4 (1937), p. 133; and for fig. 11, see Martin, Miniature Painting and Painters, pl. 77.








� See, for example, Two Camels Fighting of the Golshan album (no. 1663-64, fol. 6), Golestān Library, Tehrān.  Behzād stated that he made the painting at the age of seventy (circa 1535); see Binyon et al., Persian Miniature Painting, pl. 87.








� A. S. Melikian-Chirvani argues that the "moon face" archetype in Persian poetry had its origins in the worship of Buddha in northeastern Iran, where at first the light of the moon was equated with the beauty of the glimmer of silver statues of the Buddha; eventually the moon became a synonym of beauty.  See idem, "Le buddhism dans l'Iran musulman," in Le Monde Iranien et l'Islam (Geneva: Librairie Droz, 1974), vol. 2, pp. 51-54.








� Bābor criticized Behzād's renderings of beardless faces, while praising those of Shāh-Mozaffar; see Baburnama, p. 291.








� Behzād used the same feature in Birth of a Prince (cat. no. 35) and in the British Library Khamsé of 1494 (Or. ms. 6810).  But his timidly notched version hardly converts the square into an eight-pointed star.








� Behzād died in 1535 (see Qāzi Ahmad-e Qomi, Golestān-e honar [Garden of talents], ed. A. Soheyli [Tehrān: Bonyād-e Farhang-e Iran, 1352], p. 135) and was, in lunar years, more than seventy according to Budāq-e Qazvini (Javāherol-akhbār [Jewel of the chronicles], photocopy of a manuscript from the State Public Library, St. Petersburg [Dorn 288], courtesy of the Center for Middle Eastern Studies, University of Chicago, p. 111a).  In A.H. 887/1482 he must have been in his late teens.








� This Golestān has only three paintings and one double-page illumination.








� Mohammad-Haydar Dughlāt qualified only one painter--Mansur--as "master."  Jahāngir's information and terminology derive from the same Teymurid tradition as that of Mohammad-Haydar Dughlāt.








� Nezāmi-e Ganjavi, Divān-e kāmel (Collected works), ed. Dr. Mo`infar (Tehrān: Zarrin Publishers, n.d.), pp. 522-23.








� Khāndamir, Habibossiyar, vol. 4, p. 362.








� See M. G. Lukens, "The Language of the Birds," Bulletin of the Metropolitan Museum of Art (May 1967), p. 325; Lentz and Lowry, pp. 376-79.








� F. Cagman and Z. Tanindi, The Topkapi Saray Museum: The Albums and Illustrated Manuscripts, trans. and ed. J. M. Rogers (London: Thames and Hudson, 1986), no. 64.  The attribution here to Behzād is due to the recurrence in the composition of a number of faces familiar from other paintings, the grayish tone of all colors, and the position and shape of the horses.








� Martin, Miniature Painting and Painters, pls. 60-61.








� Stchoukine, Peintures des manuscrits timurides, pp. 120-41.








� This painting (fig. 15), originally from Nezāmi's Layla and Majnun, was enlarged on three sides in Mughal India to fit into an album page.  The attribution to Behzād rests on features typical of his work, including the grayish marble decorated with lighter arabesques, figures and faces that recur in other works, and the calligraphic style of the architectural inscriptions.  For a full illustration, see Lentz and Lowry, p. 281.  This appears to be the earliest dated painting attributable to Behzād.








� Stchoukine, Peintures des manuscrits timurides, pl. 73.








� Ibid., pl. 85.








� The Bustān painting has generally been attributed to Behzād.  Although most of the detail painting, especially the architectural elements and the door, seems to be the work of Behzād, the overall design appears to have been directed by his master and tutor Mirak, the head of the royal library-atelier.  For an illustration, see Lentz and Lowry, p. 260.








� Another possible reading for the right panel is:  "Allāho akbar" (God is great).  The "mobārak bād" inscription is also used around the canopy tent of the Cairo Bustān frontispiece, but in a different configuration.








� The homāy is a legendary bird, akin to the simorgh, with royal and auspicious connotations.








� Even a close follower of Behzād like Shaykhzādé would be content with fewer and shorter panels, generally in naskh script only; see, for instance, cat. no. 73c.








� Hamidé Bānu, wife of Homāyun, was the daughter of Shaykh `Ali-ye Jāmi, a descendant of Shaykh Ahmad-e Jām; at the Safavid court she had befriended the princess Soltāno.  See Riazul-Islam, Indo-Persian Relations (Tehrān: Iranian Culture Foundation, 1970), p. 31.








� The Bustān is kept at the General Egyptian Book Organization in Cairo (Adab Farsi 908); see Lentz and Lowry, no. 146.








� In the colophon of a Divān of Amir `Ali-Shir (Beruni Institute of Oriental Studies, Tashkent, Ms. 1995), the calligrapher Soltān-Ali-ye Mashhadi specifically mentions "for the treasury of Soltān Hosayn."  See Miniature Illustrations of Alisher Navoi's Works of the XV-XIXth Centuries (Tashkent: Fan Publishing, 1982), pp. 11, 31.








� Such is not the case in a similar scene from a Golestān in the Durham University Library (Ms. Or. Pers. 1, fols. 25v, 26r) presumably contemporary with this manuscript, where no single courtier stands out.  See B. W. Robinson, "The Durham Gulistan:  An Unpublished Manuscript," Oriental Art 22, no. 1 (1976), pp. 52-59.  The date A.H. 878 in the colophon of the Durham manuscript, however, has clearly been tampered with.  It may be of slightly later date and produced in Transoxiana.








� Mahmud-e Mozahheb was active almost a half-century later in the 1530s.








� Sām Mirzā, Tohfé-ye Sāmi (The Sāmi present), ed. V. Dastgerdi (Tehrān: Forughi Bookshop, 1352), p. 179; see also Khāndamir, Habibossiyar, vol. 3, pp. 594-95.  Amir `Ali-Shir's father had been in the services of Abu-Sa`id (Tohfé-ye Sāmi, p. 179).








� W. M. Thackston, A Century of Princes: Sources on Timurid History and Art (Cambridge, Mass.: The Agha Khan Program for Islamic Architecture, 1989), p. 376.








� See M. E. Subtelny, "Centralizing Reforms and Its Opponents in the Late Timurid Period," Iranian Studies 21, nos. 1-2 (1988), pp. 123-51.








� See Ghiyāsoddin b. Homām Khāndamir, Dasturol-vozarā (Chronicle of the viziers), ed. S. Nafis (Tehrān: Eqbāl Press, 1317), p. 415.








� Ibid., pp. 405, 408.








� Ibid., p. 415.








� Khāndamir, Habibossiyar, vol. 4, p. 348.








� See, for instance, O. F. Akimushkin and A. A. Ivanov, "The Art of Illumination," in Arts of the Book, p. 49, fig. 25.








� Soltān Hosayn commissioned Soltān-`Ali-ye Mashhadi to copy most of his manuscripts.  In a letter addressed to him, the soltān first praised him lavishly but at the end scorned him for having mutilated his poems while copying them; see Bayāni, vol. 1, p. 246.








� Ibid., p. 252; trans. W. Thackston.








� The Armenian dealer who called himself Monsieur Yervant, Company Telefiān, has written (in a pleasant nasta`liq script) that the manuscript was purchased in 1913 for "export," presumably to Europe.








� Belonging to a family of bakhshis (Uyghur scribes and administrators; see Thackston, Century of Princes, p. 358), `Ali-Shir probably would have been perceived as an administrator rather than an amir.








� See de Lorey, "Behzad," pp. 41-42; Grube, Classical Style in Islamic Painting, pl. 36.1; Stchoukine, Peintures des manuscrits timurides, pp. 73-74.








� See Binyon et al., Persian Miniature Painting, no. 81.








� Khāndamir, Habibossiyar, vol. 4, p. 348.








� Ibid.








� The manuscript is at the Bodleian Library, Oxford (Ms.  Elliot 287, fol. 34a).  For an illustration see B. Gray, Peinture persane (Geneva: Skira, 1961), p. 119, and Lentz and Lowry, p. 296.








� Other paintings that should be considered for attribution to Hāji Mohammad are:  The Celebration of the Birth of Majnun, in a manuscript of the Khamsé of Amir Khosrow Dehlavi at the Chester Beatty Library, Dublin (no. 163, fol. 104b; for a reproduction see Gray, Arts of the Book, p. 187); The Tribes of Majnun and Layla Fighting (fol. 110b), from the same manuscript; and The Dancing Dervishes, a single page from a Divān-e Hāfez now in the Metropolitan Museum of Art, New York (17.81.4; for a reproduction see B. Lewis, ed., The World of Islam [London:  Thames and Hudson, 1976], p. 129).








� See Binyon et al., Persian Miniature Painting, pl. 70b.








� Both paintings are attributed by Stchoukine to Behzād.  They are from a set of manuscripts of Amir `Ali-Shir Navā'i's collected poems kept at the Bodleian Library, Oxford (Ms. Elliot 287, fol. 7; Ms. Elliot 339, fol. 95v).  See Stchoukine, Peintures des manuscrits timurides, pls. 72-73.








� Baburnama, p. 291.








� See also the eyes of the top two horses in Dārā and the Herdsman (fol. 10a) in the Cairo Bustān and some of the faces in Men Assembling Wood and Man Drowning from a manuscript in the Metropolitan Museum of Art, New York (63.210.44), the only painting of that manuscript attributable to Behzād in both design and execution.  Reproduced in Lukens, "Language of the Birds," pls. 17-18, 20.








� Qāzi, Golestān, p. 134.  The appellation Mirak is a name deriving from the Persian epithet mir, which is equivalent to the Arabic sayyed (descendant of the Prophet).








� Fols. 1v and 2r (Martin, Miniature Painting and Painters, pl. 94), fol. 16r (Lukens, "Language of the Birds," fig. 4), fol. 39v (Lentz and Lowry, p. 277), fol. 62r (Martin, pl. 95b).








� The correctness of the attributions to Behzād can be stylistically verified by comparison with his four signed miniatures in the Cairo Bustān; see Stchoukine, Peintures des manuscrits timurides, pp. 78-80.











� Qāzi, Golestān, pp. 133-34.








� Bayāni, vol. 1, pp. 199-200.








� Ibid., pp. 201-202.








� Ibid.








� Zurmandihā refers to certain body-building exercises and wrestling matches practiced in the "gymnasiums" (zurkhāné) with the goal of determining a champion wrestler.








� The Persian text in this section is unclear.  I have relied on the zurkhāné term mil-gereftan (a sort of weight lifting) to define the text: "Az in jahat [bā] gereftan-e [mil-o chomāq-dāri (or tokhmāq-dāri)], aksar, zurmandihā rā varzesh mikard."








� "Tārikh-e Rashidi," pp. 167-68.








� Although the term mowlānā is used indiscriminately by other chroniclers, especially in conjunction with the names of calligraphers, Mohammad-Haydar Dughlāt's precise language reveals Mirak's special status among his colleagues.








� Compare, for instance, the very crude and bold geometrical drawings of Mirak for the open woodwork on the dais in cat. no. 37 versus those of Behzād in cat. no. 35 and Shāh-Mozaffar in cat. no. 36a.








� See Lentz and Lowry, p. 277, no. 140.








� This attribution is stylistically consistent with the other paintings of the 1494 Khamsé bearing Mirak inscriptions underneath; see Stchoukine, Peintures des manuscrits timurides, pp. 78-80.








� Sakisian deciphered the ending letter "sh" in the half-erased lower left cartouche on the doorway of the painting of the right page which suggested the signature "Mirak-e Naqqāsh" (A. B. Sakisian, "La miniature … l'exposition d'art persan de Burlington House," Syria [1931], p. 169); Stchoukine gives the work to Behzād, Peintures des manuscrits timurides, p. 75.








� The decoration of the two buildings on the frontispiece are essentially Behzādian: star-shaped ivory-encrusted motifs on the doors, whitish floral arabesques on gray and pink stone, inscription panels around the doorway fitted into a series of cartouches divided by rosettes (on the right-hand page), and minutely drawn geometrical patterns for the brickwork and the wooden panels, which are frequently encountered in Behzād's works and almost never in works attributable to Mirak alone.








� The illogical, overpowering disposition of the royal tent and canopy and the crowded, unorganized group of figures are uncharacteristic of Behzād.  The Bustān's frontispiece displays the same non-Behzādian figural groupings as well.








� The Chaghatāyid headgear seems to have been worn by the Turkish military classes, in contrast to the white turban favored by the Persian-Tājik religious and administrative community.








� The same elegant silhouette and seated posture were also used to depict the man seated on the upper part of the right page of the Cairo Bustān frontispiece.











� See Khāndamir, Dasturol-vozarā, p. 404.








� Ibid., p. 436.








� Ibid.








� Khāndamir, Habibossiyar, vol. 4, p. 612.








� Khāndamir specifically states that Afzaloddin had built "mosques, madressés, khāneqāhs, and public baths"; ibid., p. 220.  I have therefore preferred to interpret the word manzel in the inscription as a khāneqāh, a hostel where dervishes stayed, rather than a caravansary.








� Khāndamir, Dasturol-vozarā, pp. 429, 436.








� Khāndamir, Habibossiyar, vol. 4, p. 219.








� See, for instance, L. Golombek and D. Wilber, The Timurid Architecture of Iran and Turan (Princeton: Princeton University Press, 1988), pl. 70.








� See, for instance, H. Fazāeli, Atlas-e Khat (Script atlas) (Esfahān: Zibā Press, 1350), pp. 208-10.  The main difference between the two scripts is the ratio of curved to straight lines, which is sometimes approximated as 2:1 for sols and 3:1 for mohaqqaq.  Sols is more circular and has deeper curves; mohaqqaq is less curved, and has flatter letters and almost straight lines for verticals.








� Khāndamir, Habibossiyar, vol. 4, p. 348.








� Ghiyāsoddin b. Homām Khāndamir, Makāremol-Akhlāq (Noble traits of character) (facsimile; London: E. J. W. Gibb Memorial Trust, 1979), pp. 176v-177r.








� Lentz and Lowry, p. 262.








� The name could read as Bannā'i, since the father of the poet was a bannā (mason); however Z. Safā has argued that because of meter considerations in his poems, the correct reading is Banā'i.  See Z. Safā, "Banā'i," in Encyclopaedia Iranica (London: Routledge and Kegan Paul, 1975-), vol. 3, pp. 667-68.








� Zaynoddin Mahmud-e Vāsefi, Badāye`ol-vagāye` (Uncommon happenings), ed. A. Boldrev (Tehrān: Iranian Cultural Foundation, 1349), vol. 1, p. 469.








� S. C. Welch, Royal Persian Manuscripts (London: Thames and Hudson, 1976), p. 29.








� The monumental inscription naming Soltān Hosayn on fig. 18 is in nasta`liq, a script that in 1492 was mastered by very few calligraphers and never used by a contemporary Herāti painter in monumental decoration of Teymurid times.








� See I. Stchoukine, "Les images de Soltan Hosayn dans un manuscrit de son divan de 897/1492," Syria 53 (1976), p. 144; Cagman and Tanindi, Topkapi Sarāy Museum, no. 33; and M. B. Dickson and S. C. Welch, The Houghton Shahnameh (Cambridge: Harvard University Press, 1981), vol. 1, pp. 25-26.








� F. Cagman, "The Miniatures of the Divan-i H�seyni and the Influence of Their Style," in Fifth International Congress of Turkish Art Proceedings, ed. G. Fehér, Jr. (Budapest, 1978), pp. 231-59.








� None of the four paintings of the 1492 Topkapi manuscript is integral to the manuscript design:  two have been added as a double-page frontispiece at the beginning, one occupies a blank space at the end of the text, and the last one is on the following page, below the colophon.  The authenticity of the 1485 Paris manuscript has been questioned by Stchoukine, who dates its paintings to the mid-sixteenth century; see Stchoukine, Les peintures des manuscrits timurides, pp. 70-71.








� For a slightly later manuscript, see E. Atil, The Age of Sultan Suleyman the Magnificent (New York: Harry N. Abrams, 1987), p. 74.








� For samples of the registers, see ibid., pp. 289-99.








� Another Turkaman feature of the paintings is the four-lobed pattern on the robes of courtiers.  Such gold-embroidered motifs seem to have been a western Iranian fashion.  The embroidery motif is occasionally encountered in the paintings of the 1430 Shāhnāmé prepared for Bāysonghor (Golestān Library, Tehrān, no. 716, fols. 4, 13, 413, 572), but they are generally not lobed (see, for instance, Binyon et al., Persian Miniature Painting, pls. 44-50).  The embroidery appears as late as 1445 in a Khamsé manuscript produced in Herāt (Topkapi Sarāy Library, H.781, fol. 48b); see Lentz and Lowry, no. 32, p. 163.  The latter manuscript is illustrated by a certain Khājé `Ali from Tabriz, and the paintings are very much in the Jalāyerid-Turkaman tradition of Tabriz.  Whether the fashion was imported from Tabriz or was occasionally followed in Herāt, by the fourth quarter of the fifteenth century no Herāti painting appears to display such a pattern, while Turkaman ones abound with it.


� For a general discussion, see J. Hamilton, "Toqhuz-Oghuz et On-Uygur," Journal Asiatique (1962), pp. 23-63.








� Five Oghuz clans--the Afshâr, Sâlur, Doger, Yive, and Qiniq--are attested in historical texts to have been in Islamic lands prior to the Mongol invasions.  See J. E. Woods, The Aqqoyunlu: Clan, Confederation, Empire (Chicago: Bibliotheca Islamica, 1976), p. 39.








� Among the Qara-Qoyunlu the paramount clan was the Bahârlu, who were associated with one of the original Oghuz clans; within the Âq-Qoyunlu, the Bayândur, also an original Oghuz clan, were preeminent; see Woods, Aqqoyunlu, p. 41.  Minorsky suggests that the Bahârlu had strong connections with the Yive, an original Oghuz clan; see V. Minorsky, "Bahârlu," in Encyclopédie de l'Islam, 2d ed. (Leyden: E. J. Brill, 1960-), vol. 1, p. 947.








� Khândamir says that Qara-Yusof would kneel in respect by his son and issue farmâns with the following heading:  "Pir-Budâq Bahâdor Khân has ordered (yerliqindin), the victorious Yusof Bahâdor has said (suzumiz, relayed the order)"; see Ghiyâsoddin b. Homâm Khândamir, Habibossiyar (Dearest of chronicles), ed. Mohammad-e Dabir Siyâqi (Tehrân: Khayyâm Books, 1974), vol. 3, p. 576.








� Ibid., p. 578.








� See Woods, Aqqoyunlu, p. 257.








� Ibid., p. 114.








� Ibid., pp. 115-16.








� Woods, Aqqoyunlu, pp. 127-28.








� Ibid., p. 135.








� Khândamir, Habibossiyar, vol. 4, p. 74.  Pir Budâq's military prowess prompted Jahânshâh to summon his son to Herât when the city was threatened by the Teymurid Soltân Abu-Sa`id in 1458.








� Ibid., p. 84.








� The poems are cited by the chronicler Dowlatshâh-e Samarqandi in his Tazkeratoshsho`arâ (Poets' memorial), circa 1487; trans. W. Thackston, in A Century of Princes: Sources on Timurid History and Art (Cambridge: The Agha Khan Program for Islamic Architecture, 1989), pp. 46-47.








� Khândamir, Habibossiyar, vol. 4, p. 86.  This seemingly popular view was repeated by Dowlatshâh-e Samarqandi:  "That unholy deed caused fortune to turn against him"; see Thackston, Century of Princes, p. 47.








� The Il-Khânids used the Chinese "red seal" or âl-tamghâ (see cat. no. 9).  The red seal used by the Jalâyerid Soltân Ahmad is also square, but its content is Islamic and its script is angular kufic, very much in the spirit of the Chinese seals.  See J. Qâem-Maqâmi, Yeksad-o panjâh sanad-e târikhi, az Jalâyeriân tâ Pahlavi (One hundred fifty historical documents, from the Jalâyerids to the Pahlavis) (Tehrân: Iranian Army Press, 1348), p. 10.








� The Qorân verse is sura 16, âya 90.








� A seal imprint of Soltân Ya`qub is similarly composed with the same Qorânic âya for the the first half of the couplet; the second half reads, "Ya`qub son of Hasan son of `Ali son of Osmân"; see Modarresi-e Tabâtabâ'i, Farmânhâ-ye torkamânân-e qara-qoyunlu va âq-qoyunlu (Farmâns of the Turkaman Qara-Qoyunlu and Âq-Qoyunlu) (Qom [Iran]: Hekmat Publications, 1352), p. 106.








� For comparison, see the shamsé of a manuscript of Divân-e Qâsemi (Collected poems of Qâsemi) prepared for Pir-Budâq in 1458 (T�rk ve Islam Eserleri M�zesi, Istanbul, Ms. 1986; see Lentz and Lowry, p. 249).  For a manuscript copied in Baghdad for Pir Budâq, see I. Stchoukine, "La peinture … Baghdâd sous Sultân Pir Budâq Qara-Qoyunlu," Arts Asiatiques 25 (1972), pp. 3-18.








� For a reproduction see B. Âtâbây, Fehrest-e divânhâ-ye khati-ye ketâbkhâné-ye saltanati(Catalogue of literary manuscripts in the imperial library) (Tehrân: Zibâ Press, 2535), vol. 2, pp. 846-47.  The manuscript was completed on the fifth of Jomâdâ I A.H. 833/January 3, 1430.








� See H. Fazâ'eli, Ta`lim-e khatt (Teaching calligraphy) (Tehrân: Sorush Publications, 2536), p. 265, for an account attributed to Ja`far on the gradual development of nasta`liq.  Ja`far seems to have been a pupil of Mir `Ali-ye Tabrizi's son, `Abdollâh.  In a calligraphy included in the Golshan album (no. 1663-64) kept in the Golestân Library, Tehrân, Ja`far wrote in lieu of signature:  "Copied by . . . Ja`far the scribe . . . along the style of the originator, `Ali as-Soltâni, son of Hasan . . . in Herât"; Bayâni, vol. 1, p. 120.  Soheyli has noted that there were two scribes called Mir `Ali, both contemporary:  one is the son of Hasan, the other the son of Eliyâs who copied the manuscript of Homây-o Homâyun for the Jalâyerid Soltân Ahmad (British Library, Add. ms. 18113); see Qâzi Ahmad-e Qomi, Golestân-e honar (Garden of talents), ed. A. Soheyli (Tehrân: Bonyâd-e Farhang-e Iran, 1352), pp. xvi-xviii.








� Bayâni also noted Ja`far's merit in the traditional scripts and his weakness in nasta`liq when judged by later standards; Bayâni, vol. 1, p. 118.








� Bayâni records a poem written by Ja`far on Bâysonghor's death; ibid., vol. 1, p. 117.








� See the `Arzédâsht, a progress report on the atelier's activities from Ja`far to Bâysonghor, in Lentz and Lowry, p. 364.








� The epithet noyân is used for Qara-Yusof when he is named in the seal of his grandson Pir-Budâq (see cat. no. 43), as on his coinage; see M. Mitchiner, Oriental Coins and Their Values: The World of Islam (London: Hawkins Publications, 1977), p. 266.








� Qara-Yusof himself used the title Khâqân when addressing Shâhrokh in a letter circa 1419; see Asnâd va mokatebât-e târikhi-ye Iran (Iranian historical documents and official letters), ed. A. H. Navâ'i (Tehrân: Bongâh-e Tarjomé va Nashr-e Ketâb, 1341), p. 173.








� Only the colophon of the 1417 Makhzanol-asrâr has survived in the Diez Album (fol. 74) of the Orientabteilung, Staatsbibliothek Preussischer Kulturbesitz.  It reads:  "Has served for its writing . . . Ja`far the hâfez [reader of Qorân] from Tabriz . . . on the fourteenth of Rabi` II of the year 820 [1417] in Yazd, city of the worshipers, may God protect it"; see B. Gray, ed., The Arts of the Book in Central Asia, 14th-16th Centuries (Paris: Unesco, 1979), p. 23.  The first known dated manuscript copied by Ja`far for Bâysonghor is a copy of the Khosrow and Shirin of Nezâmi dated A.H. 824/1421 kept in the State Public Library, St. Petersburg (Ivan 93, B 1332).  Two other works copied by Ja`far, a Khamsé of Nezâmi dated A.H. 823/1420 at the British Library (Or. ms. 12087) and a Divân of Hâfez copied in 1418 in the Topkapi Sarây Library, Istanbul (R.947), do not give any information on their patron or their city of execution.








� Ahmad b. Hosayn b. `Ali-ye Kâteb, Târikh-e jadid-e Yazd (New history of Yazd), ed. I. Afshâr (Tehrân: Iran-zamin Press, 2537), p. 111.








� Usage of the word `âlamiyân (of the people of the world) in conjunction with shâh or shâhzâdé (king or son of king) became popular in Âq-Qoyunlu times.  A similar formula was used on a horse chamfron made for Prince Yusof Âq-Qoyunlu, brother of Ya`qub; it is presently in the Sheikh El-Ard collection.  Its inscription reads:  "Bé rasm-e khazâné-ye Shâhzâdé-ye `âlamiyân Soltân Yusof" ([Made] for the treasury of Soltân Yusof, prince over the people of the world); see Sotheby's, Oct. 12, 1988, lot 96.








� Qâzi `Isâ was the son of the vizier Shokrollâh, who had been Ya`qub's teacher; Khândamir, Habibossiyar, vol. 4, p. 431.








� Ibid., p. 432.








� Ibid., p. 431.  Ya`qub ordered that no farmân would be legitimate unless adorned with Najmoddin's signature.  A farmân of Soltân Ya`qub dated A.H. 893/1488, giving tax-exempt status to endowments to the Mansurié school of Shirâz, bears acknowledgments from Qâzi `Isâ (signed as `Isâ son of Shokrollâh), his brother and deputy Shaykh `Ali (signed as `Ali son of Shokrollâh), and Najmoddin Mas`ud's seal imprint (a verse that contains the word an-najm); see Modarresi, Farmânhâ-ye Torkamânân, no. 22, p. 106.








� J. Aubin, "Etudes safavides I, Shah Ismail et les notables de l'Iraq persan," JESHO 2, pt. 1 (1959), pp. 37-81.








� V. Minorsky, "The Aq-Qoyunlu Land Reforms," Bulletin of the School of Oriental and African Studies 17 (1955), p. 455.








� Khândamir says that although he survived, Najmoddin Mas`ud had no official function in the government (Habibossiyar, vol. 4, p. 436).  Bayâni says that he was poisoned in the power struggle between Bâysonghor son of Ya`qub and Rostam Beyg but does not give a source (Bayâni, vol. 4, p. 272), a contention refuted by the inscription here, since the struggle between the two Âq-Qoyunlu princes preceded Ahmad's accession by some four years.








� Bayâni, vol. 4, p. 272.








� The polo player is almost identical to a horseman depicted in a Jalâyerid manuscript of Nezâmi produced in Baghdad and dated 1386 and 1388 (British Library, Or. ms. 13297, fol. 19a). For a discussion of Jalâyerid manuscripts, see N. M. Titley, Persian Miniature Painting (London: British Library, 1983), pp. 56-57.








� See I. Stchoukine, "La peinture … Yazd au début du XV siŠcle," Syria 43 (1966), figs. 5-6, and Lentz and Lowry, no. 59.








� Kamâl had opted not to return to his native city of Khojand but to remain in Tabriz on return from a pilgrimage.  He was taken by Toqtamish Khân to Sarây but returned after four years to the Jalâyerid court at Tabriz; Azar-e Bigdeli, Âtashkadé (Fire temple), dated A.H. 1258/1842, private collection.








� Bayâni, vol. 1, p. 69.








� Ibid., p. 72.  The manuscript (T�rk ve Islam Eserleri M�zesi, Istanbul, Ms. 1927) was copied in Mashhad and was perhaps commissioned by Pir-Budâq as he was returning from Herât after the brief occupation of 1458.








� For more information on the western style, see Bayâni, vol. 2, pp. 384-86.  Numerous calligraphic specimens of `Abdorrahim are included in an album assembled for Soltân Ya`qub (Topkapi Sarây Library, Istanbul, H.2153); see a reproduction in M. S. Ipsiroglu, Siyah Qalem (Graz: Akademische Druck- u. Verlasanstalt, 1976), pl. 1; see also F. Cagman and Z. Tanindi, The Topkapi Saray Museum: The Albums and Illustrated Manuscripts, trans. and ed. J. M. Rogers (London: Thames and Hudson, 1986), pls. 71-72.  Under Ya`qub, `Abdorrahim signed his name as `Abdorrahim-e Ya`qubi; his pen name was Anisi (companion [to Soltân Ya`qub]); Bayâni, vol. 2, p. 384.








� Y. Zokâ, "Khâvarânnâmé: Noskhé-ye khatti va mossavar-e muzé-ye honarhâ-ye taz'ini" (Khâvarânnâmé: The illustrated manuscript at the Museum of Decorative Arts--Tehrân), Honar va Mardom 20 (1343), pp. 17-29.  `Ali's face has been repainted, probably in the late nineteenth century.  It had most likely been erased by a religious zealot who considered the depiction of the imam's face blasphemous.








� B. W. Robinson, Islamic Painting and Arts of the Book (London: Faber and Faber, 1976), pp. 160-61.








� For a complete discussion of the style, see B. W. Robinson, "The Turkaman School to 1503," in Gray, Arts of the Book, pp. 215-47.








� Sayyeds had arrived in the coastal provinces by the Caspian Sea and established local dynasties as early as the ninth century A.D.








� The death of Esmâ`il's elder brother Soltân `Ali Pâdshâh has been said to have occurred as early as the end of 1493, after which Esmâ`il escaped to Ardabil and then Gilân (Qâzi Ahmad-e Ghaffâri, Târikh-e jahânârâ [World-adorning history] [Tehrân: Hâfez Publications, 1343], p. 263, and Khândamir, Habibossiyar, vol. 4, p. 441); however, the Ahsanottâvarikh lists the event under 1494 (Hasan Beyg-e Rumlu, Ahsanottavârikh [Best of chronicles], ed. A. Navâ'i [Tehrân: Heydari Press, 1357], pp. 11-23; see also Woods, Aqqoyunlu, pp. 289-90).  Esmâ`il's arrival in Lâhijân (Gilân) could not have been later than 1494, as the chronicler Qazvini, writing in 1541, states that Esmâ`il departed in 1494 for Gilân, where he stayed until 1500 (Yahyâ son of `Abdol-latif-e Qazvini, Lobottavârikh [Essence of chronicles], ed. S. J. Tehrâni [Tehrân: Khâvar Publishers, 1315], p. 240).








� Rumlu, Ahsanottavârikh, p. 120.








� Ibid., p. 20.








� Sakisian estimated that some twenty (or more) paintings had been dispersed in the early twentieth century; for more on the manuscript, see Robinson, Islamic Painting, p. 160.  S. C. Welch mentions a second manuscript of Shâhnâmé that was copied in February 1496 for Kârkiâ Mirzâ `Ali, which is now preserved in the Topkapi Sarây Library, Istanbul (H.1491); see M. B. Dickson and S. C. Welch, The Houghton Shahnameh (Cambridge: Harvard University Press, 1981), vol. 1, p. 239.








� Robinson, Islamic Painting, pp. 160-61.








� Ibid.


� In Shi`a beliefs, the Prophet Mohammad's cousin and son-in-law, `Ali, was considered the legitimate successor of the Prophet, and `Ali and eleven of his descendants, collectively known as the Twelve Imams, were the spiritual leaders of the Muslim community.  Esmâ`il's actual proclamation went little beyond recognizing `Ali as the legitimate successor to the Prophet and cursing the first three caliphs as usurpers.  See M. M. Mazzaoui, The Origins of the Safavids (Wiesbaden: Franz Steiner Verlag GMBH, 1972), p. 6, and Hasan Beyg-e Rumlu, Ahsanottavârikh (Best of chronicles), ed. A. Navâ'i (Tehrân: Heydari Press, 1357), p. 86.








� For a portrait of Shâh Esmâ`il, see J.-L. Bacqué-Grammoont, Les ottomans, les safavides et leur voisins, contributions a l'histoire des relations internationales dans l'Orient Islamique de 1514 … 1524 (Nederlands Historich-Archaelogish Institut Te Isanbul, 1987), p. 16.








� See W. M. Thackston, "The Diwan of Khata'i: Pictures for the Poetry of Shah Isma`il," Asian Art (Fall 1988), p. 37.








� Esmâ`il's grandfather, Jonayd, had married Khadijé Beygom, Uzun Hasan Âq-Qoyunlu's sister.  When Jonayd died, his father, Soltân Haydar, was brought to the Âq-Qoyunlu court where he remained for ten years.  Haydar later married Uzun Hasan's daughter Halimé, who gave birth to Esmâ`il.  J. E. Woods, The Aqqoyunlu: Clan, Confederation, Empire (Chicago: Bibliotheca Islamica, 1976), p. 119.








� Ibid., p. 161.  Esmâ`il's Shi`a opponents were shown no greater mercy:  the entire ten-thousand-man garrison of Kiâ Hosayn Cholâvi, a formidable Shi`a adversary, was put to the sword, and two officers roasted alive and reportedly eaten; see Qâzi Ahmad-e Ghaffâri, Târikh-e jahânârâ (World-adorning history) (Tehrân: Hâfez Publications, 1343), p. 268; R. M. Savory, "The Consolidation of Safavid Power in Persia," Der Islam 41 (1965), pp. 71-94.








� Esmâ`il's grandmother, Khadijé, Uzun Hasan's sister, was a granddaughter of Maria Komnene of the same Greek family of Trabzon; see Woods, Aqqoyunlu, pp. 216, 225.








� See J. Aubin, "Etudes safavides I, shah Ismail et les notables de l'Iraq persan," JESHO 2, pt. 1 (1959), pp. 37-81.








� Woods, Aqqoyunlu, pp. 173-78.








� By male descent Esmâ`il was Kurdish and ethnically considered to be Iranian; see Mazzaoui, Origins of the Safavids, pp. 48-51.








� Bacqué-Grammoont, Les ottomans, les safavides, p. 29.








� Ibid.








� Ibid., p. 233.








� The genealogy on fols. 10r and 11v, reads: Shaykh Safioddin Abol-Fath Es-hâq, son of Shaykh Aminoddin Jabreil, son of Sâleh, son of Qotboddin Ahmad, son of Sâlehoddin Rashid, son of Mohammad the reciter of Qorân, son of `Avaz, son of Firuz Shâh Zarrin-Kolâh, son of Mohammad, son of Ebrâhim, son of Ja`far, son of Esmâ`il, son of Mohammad, son of Ahmad-e A`râbi, son of Abu Mohammad al-Qâsem, son of Abol-Qâsem Hamzé, son of imam Musâ al-Kâzem, son of imam Ja`far as-Sâdeq, son of imam Mohammad Bâqer, son of imam Zaynol-`Âbedin `Ali, son of imam, the lord of the martyrs, Abu `Abdollâh al-Hosayn, son of `Ali, Commander of the Faithful.





� A sayyed is actually a descendant of the Prophet's grandsons, Hasan and Hosayn, by male descent.








� Several categories of renewers are considered: the Sufi shaykhs, the caliphs, Islamic jurists, and rulers.  A later hand, seemingly rejecting the whole theory, tampered with the text on fol. 6r and added signs of negation that render the hadith incorrect.








� See A. Kasravi, Maghâlât-e Kasravi (Kasravi's essays) (Newport Beach, Calif.: Gutenberg Publications, n.d.), pp. 218-53.  Kasravi points out incongruent stories that had been modified or added to the original text, observing that all early documents refer to Safioddin (and his immediate successors) as shaykh and never as sayyed or mir; that according to the contemporary historian Mostowfi "the people of Ardabil adhered to the Shâfe`i (a Sunni branch) and were followers of Shaykh Safioddin," thus arguing that the shaykh himself must have been a Sunni; and that had he been a Shi`a, Safioddin would have certainly proclaimed it under the Il-Khân Uljâytu (r. 1304-17) who became a staunch supporter of the Shi`a cause.  See also Mazzaoui, Origins of the Safavids, pp. 46-51.








� The revised version was written by Abol-Fath al-Hosayni.  He states that "he had received a royal command from Shâh Tahmâsb to revise and correct the Safvatossafa."  See Kasravi, Maghâlât-e Kasravi, p. 227.








� This Allâh-Qoli Soltân is possibly the son of Ja`far Soltân Tâlesh-e Kangarlu who, in the 1580s, was involved in operations against the Turkamans resisting Uljâytu; see J. J. Reid, Tribalism and Society in Islamic Iran (Malibu, Calif.: Undena Publications, 1983), p. 158.  Being of the Tâlesh clan, the earliest to support the Safavids and the most loyal to their cause, he would have been a natural candidate to become keeper of the Ardabil Shrine.








� Eskandar Beyg, vol. 1, p. 19.  The `Âlamârâ-ye Shâh Esmâ`il (World-adorning history of Shâh Esmâ`il), ed. A. Montazer-Sâhah (Tehrân: Bongâh-e Tarjomé va Nashr-e Ketâb, 1349), p. 26, whose tales often border on folklore, specifies that in his dream, Haydar was ordered by the first imam, `Ali, Commander of the Faithful, to give the tâj to his followers.  Another version of the manuscript specifies the precise manner of cutting the scarlet fabric; see C. Adle, "Entre timurides, mogols, et safavides: Notes sur un chahnamé de l'atelier-bibliothŠque royal d'Ologh Beg II … Caboul (873-907/1469-1502)," in Drouot (Daussy-Ricqles), June 15, 1990, p. 145.








� Rumlu, Ahsanottavârikh, p. 11; Ghaffâri, Târikh-e jahânârâ, p. 263.








� See, for instance, B. W. Robinson, Persian Paintings in the John Rylands Library (London: Sotheby Parke Bernet, 1980), p. 219, no. 650.








� Woods, Aqqoyunlu, pp. 181, 296.








� See, for instance, L. Fekete, Einfuhrung in die Persische Paleographie (Budapest: Akadémiai Kiado, 1977), nos. 18, 21.








� See, for example, ibid., pls. 66, 67, 71, 74.








� Amir Khosrow was born into a family of military commanders (hezâré), which, displaced by successive Mongol invasions, sought employment with the soltân of Delhi.  For a biography, see Wahid Mirza, The Life and Works of Amir Khosrow (reprint; Delhi: Idarah-i Adabyat-i, 1974).








� Amir Khosrow's first patron was Prince Mohammad, son of Soltân Balbân, who met a tragic death campaigning against the Mongols, an event Amir Khosrow eulogized in one of his most remarkable poems; ibid., p. 56.  See also Abdol-Qâder b. Malekshâh Badauni, Muntakhab al-tawarikh (Selected histories) (reprint; Osnabr�ck: Biblio Verlag, 1983), pp. 138-54.








� The river's name has been read in many ways: Saru, Sarju, Sarav, etc.  The spelling in this manuscript gives the reading Sar-ow, literally "water-head."












� The Qerânossa`deyn is a versified story in a masnavi mode composed after Nezâmi's Makhzanol-asrâr (Treasury of mysteries), circa 1170.








� Storey lists the following copies of Qerânossa`deyn written prior to 1514:  two copies within volumes including other works of Amir Khosrow such as the Farhâd-o Shirin (Farhâd and Shirin), and one copy as part of a set of five works; see C. A. Storey, Persian Literature: A Bibliographical Survey (London: Luzac & Co., 1970), vol. 1, pt. 1, pp. 499-500.  In addition, B. Âtâbây gives one manuscript comprising eight works of Amir Khosrow, including the Qerânossa`deyn, dated A.H. 894/1488; see Fehrest-e divânhâ-ye khati-ye ketâbkhâné-ye saltanati(Catalogue of literary manuscripts in the imperial library) (Tehrân: Zibâ Press, 2535), p. 41.








� Storey lists two single volumes of Qerânossa`deyn, both with unreliable dates, one marked as A.H. 907/1502? (India Office and Records, London, Ethé 1208), and one in the library of the Âstân-e Qods in Mashhad, catalogued as written in naskh and dated A.H. 912/1506; see Storey, Persian Literature, vol. 1, pp. 499-500.  The Mashhad manuscript, with fifty-two folios and twelve couplets per page, is an abridged version.  Judging from photocopies of its early pages, the script is not naskh but nasta`liq, and the illumination indicates a pre-Safavid Herât or Bokhârâ provenance in the first half of the sixteenth century.








� One of the volumes, copied by Soltân-Mohammad-e Khandân, dated A.H. 921/1515, with four illustrations added later, is in the British Library (Add. ms. 7753); see N. M. Titley, Miniatures from Persian Manuscripts (London: British Museum Publications, 1977), no. 57; C. Rieu, Catalogue of the Persian Manuscripts in the British Museum (reprint; Oxford: Alden Press, 1966), vol. 2, p. 616; and I. Stchoukine, Les peintures des manuscrits safavis (Paris: Librairie Orientaliste Paul Geuthner, 1959), p. 142, pl. 14.  Another volume, ex-Claude Annet collection, was copied in 1515 by Soltân-Mohammad-e Nur, with three paintings added a century later in Herât; see Sotheby's June 4, 1920, lot 65.  A third is a manuscript dated A.H. 922/1516, copied by the same Soltân-Mohammad-e Nur, with contemporary illustrations (attributed here to Shaykhzâdé), and now in the Topkapi Sarây Library, Istanbul (H.871); see F. Cagman and Z. Tanindi, The Topkapi Saray Museum: The Albums and Illustrated Manuscripts, ed. and trans. J. M. Rogers (London: Thames and Hudson, 1986), p. 160.








� The attribution to Soltân-Mohammad-e Nur rather than his namesake Soltân-Mohammad-e Khandân rests on stylistic considerations.  For instance, compare the last "yâ," the "shin," and the "alef-maddé" in this manuscript with those from the 1524 Metropolitan Museum of Art Khamsé of Nezâmi (13.228), as reproduced in P. J. Chelkowski and P. Soucek, Mirror of the Invisible World: Tales from the Khamseh of Nizami (New York: Metropolitan Museum of Art, 1975), pp. 13, 26, 30, 36.








� Rumlu, Ahsanottavârikh, p. 186, Ghaffâri, Târikh-e jahânârâ, p. 281.  Tahmâsb was born eight days before the end of the lunar year A.H. 919/1514, and a manuscript commissioned on that occasion could only have been completed in A.H. 920/1514-15.  `Âlamârâ-ye Shâh Esmâ`il, pp. 82-96, gives a lengthy account on the premature birth of Shâh Tahmâsb in the village of Renân near Esfahân, while Eskandar Beyg names Shâhâbad as the district where Tahmâsb was born; see Eskandar Beyg, vol. 1, p. 45.  Renân could have been the original name of Shâhâbad as the latter literally means "village of the shâh."








� In cat. no. 56a, at the bottom of the page preceding the illustration, a heading announces a poem in the ghazal form, in which all couplets should end in the same rhyme and the subject is usually purely poetical and unrelated to the story, while the couplets written in the painted area follow a different rhyming scheme.  Thus in this case, deletion of the ghazal did not impair the flow of narration.  Such is not the case for cat. no. 56b, where the deletion eliminated verses from the main text.








� Sâm Mirzâ joined the royal encampment in Gandomân in the Bakhtiyâri district of Esfahân; see `Abdi Beyg-e Shirâzi, Takmelatol-akhbâr (Supplementary chronicles), ed. A. H. Navâ'i (Tehrân:  Nashr-e Ney, 1369), p. 67.








� M. Dickson, "Shah Tahmasb and the Uzbeks (The Duel for Khorasan with `Ubayd Khan), 930-946/1524-1540," Ph.D. diss., Princeton University, 1958, pp. 193-97.








� `Abdi Beyg appears to have been present at the Gandomân encampment, since subsequent to the princely encounter in 1531 and the skirmishes between Hosayn Khân-e Shâmlu and the regent Chuhé Soltân, the young `Abdi Beyg joined Hosayn's household and even served for a time as Sâm Mirzâ's secretary; he quit sometime prior to Hosayn's execution in 1533.  See `Abdi Beyg, Takmelatol-akhbâr, pp. 17, 73.








� Ibid., p. 67.








� Although the figure of the child has been effaced, under magnification it appears that he wore a gold crown.  Depicting Tahmâsb as a child rather than a baby probably alleviated the difficulty of attiring a tiny figure in a crown and kingly robes.








� The only reference to the identity of Tahmâsb's mother seems to be in the `Âlamârâ-ye Shâh Esmâ`il, p. 80.  The stories in this volume are fairy tales of questionable accuracy, but Shâh Tahmâsb's mother is there named Tâjlu, daughter of `Âbedin (`Abdi Beyg) and sister of Dormish Khân-e Shâmlu and Hosayn Khân-e Shâmlu.








� This episode has been meticulously pieced together by Dickson; see "Shah Tahmasb and the Uzbeks," pp. 265-95.  The main instigator was Hosayn Khân-e Shâmlu, acting governor and guardian to Sâm Mirzâ.








� The face of the figure representing Shâh Esmâ`il was slightly damaged from natural flaking and bore no signs of purposeful disfiguration, although it also represented Tahmâsb.  The face of the lady sitting on the far right of the balcony also flaked naturally.  Of the two figures in the doorway, that of the prince, presumably Bahrâm Mirzâ, who had remained loyal to Tahmâsb, was also badly effaced (now restored), while that of the woman, possibly his sister Soltânom (see cat. no. 65), was untouched.








� See Dickson and Welch, vol. 1, pp. 154-64.








� See Dickson and Welch, vol. 2, fol. 385v.   On another page from the Shâh Tahmâsb Shâhnâmé, Ferdowsi's Parable of the Ship of Shi`ism, Mirzâ `Ali used a different formula:  "May the portals of this threshold forever open upon opportunity!"; see idem, vol. 2, fol. 18v.








� His mastery of the script is also seen in two signed calligraphic works in an album prepared for Amir Ghayb Beyg, now in the Topkapi Sarây Library, Istanbul (H.2161); see Bayâni, vol. 3, p. 912.








� The left column is about .5 centimeters shorter than the standard column size, a discrepancy that a calligrapher would normally avoid.  Also, the verses written at the top were probably originally copied at the bottom of the page following the ghazal that was eliminated as a result of the insertion of this painting.








� For a reproduction, see B. W. Robinson, Persian Drawings from the 14th through the 19th Century (Boston: Little, Brown and Company, 1965), pl. 33, also Dickson and Welch, vol. 1, p. 90.








� The text of Qâzi Ahmad's treatise as given by the Persian scholar Soheyli includes a sentence naming Mir Mosavver as Mansur (Qâzi Ahmad-e Qomi, Golestân-e honar (Garden of talents), ed. A. Soheyli [Tehrân: Bonyâd-e Farhang-e Iran, 1352], p. 139), although this sentence is not included in the translation used by Minorsky (V. Minorsky, trans., Calligraphers and Painters: A Treatise by Qadi Ahmad, Son of Mir Munshi [Washington, D.C.: Smithsonian Institution, Freer Gallery Publications, 1959], p. 185).  Qâzi Ahmad copied this section entirely from Budâq-e Qazvini's Javâherol-akhbâr, which also lacks the sentence; the Persian writing of "Mansur" is very close to that of "Mosavver," and the inclusion of Mansur may be attributed to scribal errors and additions.  A more reliable document is an inscription on a booklet held by a young nobleman in a drawing in the Arthur M. Sackler Gallery, Washington, D.C. (S86.0291; see G. D. Lowry with S. Nemazee, A Jeweler's Eye [Seattle: University of Washington Press, 1988], p. 192), which reads: "The slave of his majesty the king, Sayyed `Ali . . . Sayyed Mohammad."  Stylistically this work has been considered the work of Mir Mosavver's son, Mir Sayyed `Ali, and the inscription a signature by the artist.  But the missing word under the man's thumb must be read as "son of," and Mohammad would be the name of the artist's father, for whom mosavver (the painter) is only a functional epithet.  As the son is a sayyed (male descendant of the Prophet), the father is a sayyed too, but he is usually referred to with the epithet mir, equivalent in meaning to sayyed.  Even without assuming the words "son of" under the nobleman's finger, the writing can be read as "Mir Sayyed `Ali-ye Sayyed Mohammad," the Persian "-ye" in this context also meaning "son of."








� This Guy-o chogân was copied by Shâh Tahmâsb himself.  For a reproduction of Mir Mosavver's painting, see Dickson and Welch, vol. 1, p. 89.








� Khândamir (Habibossiyar, vol. 4, p. 326) gives `Abdollâh-e Morvârid's death date as 1516 although the modern scholar Bayâni argues for the year 1525; see Bayâni, vol. 2, p. 352.








� Ghiyâsoddin b. Homâm Khândamir, Dasturol-vozarâ (Chronicle of the viziers), ed. S. Nafis (Tehrân: Eqbâl Press, 1317), p. 395.








� This Arabic spelling of the word kharâbat is quite unusual (instead of the more familiar kharâbé in Persian).  It was the prerogative of a learned scribe like Bayâni to use unconventional formulas in an otherwise reiterative field.








� Bayâni, vol. 1, pp. 273-74.








� See Rumlu, Ahsanottavârikh, p. 222, in which the only historical reference to Mir Ashraf is found under the year 1539, where he is mentioned as the keeper of the Ardabil Shrine who had engaged in the pursuit of the rebellious governor of Âstârâ; see also, p. 379.








� The crown prince Tahmâsb was already displaying his talents at the age of eleven, when he copied a manuscript of Guy-o chogân intended as a gift to his guardian, Qâzi Jahân.  This manuscript, dated A.H. 931/1524-25, presently in the State Public Library, St. Petersburg (Dorn 441), has illustrations added by different painters; see S. C. Welch, A King's Book of Kings (London: Thames and Hudson, 1972), pp. 51-52, and M. M. Ashrafi, Persian-Tajik Poetry in XIV-XVIII Centuries Miniatures (Dushanbe: Irfon, 1974), nos. 32-37.  The double-page frontispiece (reproduced in Ashrafi, nos. 32-33) displays distinct signs of immaturity and is probably the work of Tahmâsb himself, perhaps assisted by his tutor Behzâd.








� Budâq-e Qazvini dedicated his chronicle entitled Javâherol-akhbâr (Jewel of the chronicles) to Shâh Esmâ`il II in 1576, some three or four months before the shâh's assassination in the month of Ramazân.  The section on painters and calligraphers seems to have been written earlier since he there referred to Shâh Tahmâsb and his sister, Princess Soltânom (d. 1562), as living persons and with much respect.  Later on, he lamented the ill treatment he received from Shâh Tahmâsb and praised the favors bestowed on him by Esmâ`il II.  As a witness to the Safavid court in the third quarter of the sixteenth century, Budâq relates much information that later chroniclers such as Qâzi Ahmad omitted.  


	A unique manuscript, the Javâherol-akhbâr is in the collection of the State Public Library, St. Petersburg (Dorn 288).  I am indebted to Prof. J. Woods and the Center for Middle Eastern Studies at the University of Chicago for the use of a photocopy of the manuscript.








� Ibid., p. 112a.








� For a complete discussion, see Welch, King's Book of Kings, pp. 33-65.








� Topkapi Sarây Library, Istanbul (H.2154), prepared circa 1544.  The account on Soltân-Mohammad is contained on a page of the preface written in nasta`liq in white ink on pink paper.








� Bayâni, vol. 1, p. 201.








� Court of Gayumars is now in the Sadruddin Aga Khan collection; see S. C. Welch, Royal Persian Manuscripts (London: Thames and Hudson, 1976), p. 37.








� Budâq was perhaps alluding to some of the bold techniques adopted by Soltân-Mohammad, such as depicting the Qezelbâsh headgear in relief (see cat. no. 59).








� Budâq-e Monshi-ye Qazvini, Javâherol-akhbâr, p. 112a.  Budâq also stated:  "He [Soltân-Mohammad] died in Tabriz and had an equally talented son who left for India after his father's death and prospered there."  This last assertion is problematic:  Soltân-Mohammad's son, the artist Mirzâ `Ali, is not otherwise known to have traveled to India, although conceivably he could have gone prior to joining Ebrâhim Mirzâ's atelier in Khorâsân about 1556.








� Only two illustrations in the royal Khamsé of the British Library, London (Or. ms. 2265, fols. 53v, 202v), and a few others in the Bahrâm Mirzâ Album (H.2154) in the Topkapi Sarây Library, Istanbul, bear reliable attributions to Soltân-Mohammad.  For a comprehensive study of Soltân-Mohammad's stylistic evolution, see Dickson and Welch, vol. 1, pp. 51-86.








� Dating of the poem is suggested by Hâfez's announcement of `Id-e Fetr as occurring in early springtime.  During Hâfez's active period, `Id-e Fetr coincided with early spring in or before 1376.  This phenomenon is repeated every thirty-three years.  The poem can hardly apply to the previous coincidence of the two festivities in 1343, when Shaykh Abu-Es-hâq was struggling to become independent in Shirâz.








� Trans. W. Thackston.








� The term "`Erâq" here refers to Persian `Erâq (as opposed to present-day Iraq), a territory that comprised the provinces of central Iran including Rey, Qazvin, Hamedân, Kâshân, and Esfahân.  In fifteenth- and sixteenth-century chronicles, the term `Erâq without the epithet `Ajam (Persian), usually referred to Esfahân; see, for instance, Mahmud-e Kotobi, Târikh-e âl-e Mozaffar (History of the Mozaffarids), ed. A. Navâ'i (Tehrân: Amir-e Kabir Press, 1364), p. 103, and Khândamir, Habibossiyar, vol. 3, p. 591.  "Soltân" in the painter's name is not a title but an honorific associated with the Prophet Mohammad.  In popular Islam, heroic adventures of the past and tales of kings gradually mingled with legends.  Stories eventually emerged in which the Prophet Mohammad, his cousin and son-in-law `Ali, and members of his family were portrayed as heroes of kingly stature.  Thus in popular Islam, especially within certain Sufi orders of the late fifteenth century, the epithet Soltân was added to the names of these "heroes" to reflect their acquired kingly stature, and the names Soltân-Mohammad and Soltân-`Ali became common.  These names are also frequently encountered among painters and calligraphers of this period because of ties between artist guilds and Sufi orders.








� For the production of both paper and calligraphy, Herât seems to have been superior to Tabriz at this time.  No renowned calligrapher succeeded the "western" calligraphy dynasty of the Khârazmis in Tabriz (see cat. no. 48), while in Herât, calligraphers of the caliber of Soltân-Mohammad-e Nur, Mir `Ali, and Mohammad-Qâsem-e Shâdishâh had established Herât as the center for the development of nasta`liq.








� See Dickson and Welch, vol. 2, pp. 38-39.





� The epithet employed for Sâm Mirzâ was abol-nasr (triumphant); see Khândamir, Habibossiyar, vol. 4, p. 586.








� See Dickson, "Shah Tahmasb and the Uzbeks," pp. 265-95.








� See A. Welch, Shah `Abbas and the Arts of Isfahan (New York: Asia House Gallery, 1973), pl. 97a; B. Lewis, ed., The World of Islam (London: Thames and Hudson, 1976), p. 254.








� See L. Honarfar, Ganjiné-ye asâr-e târikhi-ye Esfahân (Esfahân treasures) (Esfahân: Saghafi Bookshop, 1344), p. 87.








� Published in Ashrafi, Persian-Tajik Poetry, p. 43; see also Dickson and Welch, vol. 1, p. 53a.








� See also Welch, King's Book of Kings, p. 98.








� Ibid.





�See B. W. Robinson, Persian Paintings from the India Office Library (London: Sotheby Parke Bernet, 1976), p. 119, or Stchoukine, Peintures des manuscrits safavis, pl. 80.  For another example of the same composition produced in Shirâz, see N. M. Titley, Persian Miniature Painting (London: British Library, 1983), p. 101.





 


� See Welch, Royal Persian Manuscripts, pls. 11-14.








� For Tahmâsb's delegation, see Dickson and Welch, vol. 1, p. 270.  See also Eskandar Beyg, vol. 1, p. 558.








� Dickson and Welch, vol. 1, p. 270.








� Ibid.








� Budâq, Javâherol-akhbâr, p. 331.  Curiously, within a few pages, Budâq repeats the same comment with slight variations: the first time the Ottoman envoy is named as Mohammad Chelebi and the duration of the Shâhnâmé project given as thirty years; at the second mention, the envoy is referred to as Mohammad Beyg Châvosh-bâshi (delegation chief) and the duration as twenty years.








� S. C. Welch, Wonders of the Age, exh. cat. (Cambridge: Harvard University, Fogg Art Museum, 1979), p. 45; Dickson and Welch, vol. 2, fol. 10r.








� Dickson and Welch, vol. 1, pp. 73, 92, 111.








� Very few paintings by Behzâd can be attributed to the Safavid period, among them, A Winter Scene, fig. 12, attributed to Behzâd, and fol. 484 from a Zafarnâmé in the Golestân Library, Tehrân (no. 708); see B. Gray, Peinture persane (Geneva: Skira, 1961), p. 133.  This might be explained by old age and addiction to alcohol, alluded to by Budâq-e Qazvini: "He constantly drank and could not survive without wine or companion.  This was the secret of his longevity as he had reached the age of seventy.  Despite the ban on alcohol, he continued to drink and the Shâh knew it"; see Budâq, Javâherol-akhbâr, p. 112b.








� Zâbolestân referred to a province in southeast Iran, nearly the same as present-day Sistân.








� In the Shâhnâmé the land of Turân is to the northeast across the Oxus River and stands for the territory from which raiders of the steppes (mostly of Turkish stock) regularly invaded Iran.








� See Dickson and Welch, vol. 2, no. 82.  Attributions to Mir Mosavver by Welch are based on two signed works, fol. 60v of the Shâh Tahmâsb Shâhnâmé and a single portrait in the British Museum, London (1930-11-12-02).  Dickson and Welch discuss at length the body of works attributable to Mir Mosavver; see vol. 1, p. 87.  However, a reference there to "Mir Mosavver's signature on Noshiravân in the Haunts of Owls" (fol. 15v) in the British Museum Khamsé is not correct.  Stylistically Welch has attributed the painting to Âqâ Mirak, and the inscription should be read as "Mirak-e mosavver" (see p. 000 under "Âqâ Mirak").








� M. Omid-Salar, "On Babr-e Bayân," Iran Nameh 1, no. 3 (1983), pp. 447-58; see also J. Khaleghi Motlagh, "Babr-e Bayân: Varieties of Invulnerability," Iran Nameh 6, no. 2 (1988), pp. 200-27.








� Rostam, scion of the kings of Sistân and Zâbolestân, was possibly of Scythian origin; Sistân originally meant "home of the Scythians."  Among the Scythians, warriors were traditionally connected to the goddess of waters; ibid.








� See Dickson and Welch, vol. 2, no. 86.  My own arguments, although leading to a different conclusion, are based on Dickson and Welch's seminal investigations.








� See Welch, King's Book of Kings, p. 148, and Dickson and Welch, vol. 2, fols. 120, 123, 153.








� See Welch, Wonders of the Age, nos. 54, 59; Welch, Royal Persian Manuscripts, pls. 24, 26.








� See Sotheby's, May 22, 1986, lot 388.








� See, for instance, all monumental inscriptions in Noshiravân Receives an Embassy in Welch, King's Book of Kings, p. 180.  A false signature likely would have included the term Mirzâ, which is contained in every third-party reference to him.








� The painting was catalogued by Sotheby's as sixteenth century in a sale of the Kevorkian collection, December 6, 1967, lot 46, although an English scholar, citing certain "odd" features of the work, argued that it was a fake, most probably a nineteenth-century creation.  The painting was reoffered in 1981, catalogued as "Persia, c. 1890."








� Welch, Wonders of the Age, p. 209.








� Welch, King's Book of Kings, p. 280.








� For a chronological study of Mirzâ `Ali's works, see Dickson and Welch, vol. 1, pp. 129-53.








� Bayrâm Beyg, a descendant of the Bahârlu clan of the Qara Qoyunlu, was a Shi`a, as were most of his clansmen; see N. H. Ansâri, "Bayrâm Khân," Encyclopaedia Iranica (London: Routledge and Kegan Paul, 1975-), vol. 4, p. 4.








� Riazul-Islam, Indo-Persian Relations (Tehrân: Iranian Culture Foundation, 1970), p. 29.








� Ibid., p. 35.  Riazul-Islam cites several plausible causes for Tahmâsb's disaffection for Homâyun:  collusion between two of Kamrân Mirzâ's servants against Homâyun; Tahmâsb's knowledge of Homâyun's claim to be superior to the shâh after the conquest of Gujarat; and Tahmâsb's memory of the battle of Ghojdavân, where Bâbor, Homâyun's father, had deserted the Persian army.  But he proposes that the main reason was Homâyun's resistance to converting to the Shi`a faith, which Tahmâsb would have found enormously valuable to Safavid propaganda efforts.








� Rumlu, Ahsanottavârikh, p. 236.








� Riazul-Islam, Indo-Persian Relations, p. 37.








� The intervention remained a well-known fact at the Safavid court, at least up to Shâh `Abbâs's I time.  In a letter to `Abbâs, one of his amirs deplored the lack of counselors such as Bahrâm Mirzâ and Soltânom who, he said, had intervened with Tahmâsb not to send Homâyun back to his brother Mirzâ Kâmrân; see A. H. Navâ'i, ed., Shâh `Abbâs: A Collection of Historical Documents (Tehrân: Zarin Press, 1367), vol. 2, p. 21.








� Rumlu, Ahsanottavârikh, p. 699.








� Ibid., pp. 367, 689.








� Topkapi Sarây Library, Istanbul, H.2154, fol. 7v.  Trans. W. Thackston.








� Dickson and Welch, vol. 1, p. 178.








� Welch, Wonders of the Age, p. 27.  In a passage of the Javâherol-akhbâr, Budâq-e Qazvini stated that Mirzâ `Ali "left for India after his father's death and prospered there" (p. 112).  If Budâq's statement is accurate, Mirzâ `Ali must have left for the Mughal court after 1550 since an illustration in a manuscript of Jâmi, dated [AH date?]/1549-50 and produced in Tabriz[??], is attributable to him (Arthur M. Sackler Gallery, Washington, D.C., fol. 66a; for a reproduction see Lowry, Jeweler's Eye, pl. 34).








� Dickson and Welch, vol. 1, pp. 150-53.








� Qâzi, Golestân, pp. 110-11.





� For an illustration see ibid., pp. 216-17.








� I. Stchoukine, "Qasim Ibn `Ali et ses peintures dans les Ahsan al-Kibar," Arts Asiatiques 28 (1973), pp. 45-62.








� See "Târikh-e Rashidi (Rashidi chronicles)," ed. M. Shafi, Oriental College Magazine 10, no. 3 (1934), p. 167.








� Stchoukine, "Qasim Ibn `Ali," fig. 1.








� Ibid., p. 52.








� Although the identification of the painter Qâsem son of `Ali is tentative in Dickson and Welch (vol. 1, p. 211) and Welch, Wonders of the Age (no. 35), it is fully asserted by S. C. Welch in Treasures of Islam, ed. T. Falk (London: Sotheby's Publications, 1985), nos. 49, 51.








� See Dickson and Welch, vol. 2, pls. 21, 125.








� Poems of Alisher Navoi (Tashkent: Fan Publishing, 1970), pls. 3, 7, 21.








� Khândamir recounts that Qâsem-e `Ali remained in Sistân, joining the services of Soltân Mahmud during the governorship (1515-20) of Amir Khân-e Musellu in Herât; see Habibossiyar, vol. 4, p. 358.








� See Dickson and Welch, vol. 1, pp. 96-117.








� For an illustration, see Welch, Royal Persian Manuscripts, pl. 20.








� Due to the missing characters after the letters "Mi" and the appearance of the word mosavver, the signature has been thought to be that of the painter Mir Mosavver, while, on stylistic considerations, the painting has been attributed to Âqâ Mirak.  The spacing between the "i" and the "m" of the next word requires at least two letters (plus the regular space between two words), favoring the reading "Mirak" over "Mir."  In Persian the short vowel "a" is not written, and "Mirak" has only two letters more than "Mi."








� Dickson and Welch, vol. 1, p. 36.








� Ibid., pp. 264-65.








� The Golestân manuscript might originally have been copied for the Teymurid Soltân Abu-Sa`id with illustrations by the painter Mansur; see cat. no. 29.








� A number of the original margins of the British Library Khamsé (Or. ms. 2265) have already been attributed by S. C. Welch to Âqâ Mirak; see Welch, Wonders of the Age, pl. 52.








� See Dickson and Welch, vol. 1, p. 101.








� See Welch, Wonders of the Age, p. 166, and Welch, Royal Persian Manuscripts, pl. 30.








� A Safavid prince of this rank would have worn the tâj-e Haydari.  For another example of the fur-trimmed hat typical of Transoxiana, see a double page from the 1545 Nezâmi manuscript executed in Bokhârâ, in B. Gray, ed., The Arts of the Book in Central Asia, 14th-16th Centuries (Paris: Unesco, 1979), pp. 254-55.








� See Mirzâ Mohammad-Haydar Dughlât, A History of the Moghuls of Central Asia Being the Tarikh-i-Rashidi, ed. N. Elias, trans. E. Denison Ross (reprint; London: Curzon Press and Barnes and Noble, 1972), p. 283.








� For another example of a similarly drawn seated prince by Âqâ Mirak, see Dickson and Welch, vol. 2, fol. 555.








� Most of the Fâlnâmé pages have been attributed to Âqâ Mirak by S. C. Welch in Treasures of Islam, nos. 62-65; see also Lowry, Jeweler's Eye, pp. 120-29, and Dickson and Welch, vol. 2, fols. 555, 513, 649.








� See Dickson and Welch, vol. 2, fol. 555.








� Ibid., vol. 1, pp. 335-37.








� See Dickson, "Shah Tahmasb and the Uzbeks," p. 160.








� See Welch, Royal Persian Manuscripts, pls. 34-48.








� Welch, Wonders of the Age, no. 65.








� See ibid., pls. 78, 82-83, 85.








� Ibid., pp. 158-60.








� Dust-Mohammad, in his entry on `Abdol-Vahhâb in the Bahrâm Mirzâ Album, considered `Abdol-Vahhâb as superior to other Shirâzi artists and stated that he was known as Khâjé Kâkâ, a typical Shirâzi nickname (Qâzi, Golestân, p. 202).  One must then presume that although of Kâshâni origin, `Abdol-Vahhâb had spent some time in Shirâz and was associated with the Shirâz school of painting.








� For a reproduction, see F. Cagman and Z. Tanindi, Topkapi Palace Museum: Islamic Miniature Painting (Istanbul: A. R. Baskan Guzel Sanatlar Matbaasi, 1979), fig. 34.








� Dickson and Welch, vol. 1, p. 224.








� Budâq, Javâherol-akhbâr, p. 111b.  Dickson and Welch favor the writings of Mostafâ `Âli Effendi who maintains that `Abdol-`Aziz tutored the shâh (vol. 1, p. 224).  However, the writings of Budâq-e Qazvini, followed by Qâzi Ahmad (Qâzi, Golestân, p. 141) and another chronicler by the name of Qotboddin (Dickson and Welch, vol. 1, p. 224), unequivocally state that `Abdol-`Aziz was considered a pupil of the shâh in painting.  Despite Tahmâsb's young age, his kingly status and his seniority in respect to the teachings of Behzâd likely would have allowed him to comment on, or even direct, the painting activities of artists such as `Abdol-`Aziz, perhaps his elder by some ten years.








� See Welch, Royal Persian Manuscripts, p. 31, and Dickson and Welch, vol. 1, pp. 221-26.








� For a stylistic discussion of `Abdol-`Aziz' paintings, see Dickson and Welch, vol. 1, pp. 216-28.  Similarities in design and execution of cloud bands, carpet patterns, and eyebrows are most visible in comparison with fols. 77v, 80v, 81v, and 86v of the Shâh Tahmâsb Shâhnâmé.








� The aquiline nose of this figure is recognized by S. C. Welch as a characteristic of `Abdol-`Aziz; see Dickson and Welch, vol. 1, p. 218.








� See Drouot, May 28, 1975, lot 180, where Soustiel quotes N. Titley's suggestion that the story exists in the Qesasol-anbiyâ (Story of the prophets), and since the Fâlnâmé stories follow many of those in the Qesasol-anbiyâ, the painting would logically relate to the story of Jarjis.  However, a Qesasol-anbiyâ manuscript consulted at the Arthur M. Sackler Museum, Cambridge (1955.275), did not include the sequel, and N. Titley could not recall if she had ever seen such a sequel (personal communication).








� See A. Welch and S. C. Welch, Arts of the Islamic Book: The Collection of Prince Sadruddin Aga Khan (Ithaca, N.Y.: Cornell University Press, 1982), p. 79; see also Falk, Treasures, pp. 94-95.  For other pages of the Fâlnâmé manuscript, see Lowry, Jeweler's Eye, no. 29, and Falk, Treasures, nos. 62-65.








� S. C. Welch is responsible for most of the identifications of Shaykhzâdé's paintings, including those mentioned in the text as well as those in the Metropolitan Museum of Art Khamsé of 1524 (13.228), the BibliothŠque Nationale Collected Works of Mir `Ali-Shir, dated 1526 (Suppl. Turc 316-17, fols. 169r, 268r, 415v, 356v, 447v); for further information, see Welch, Royal Persian Manuscripts, pp. 54-61.  Other recently attributed illustrations are included in the following publications:  B. W. Robinson, Islamic Painting and the Arts of the Book (London: Faber and Faber, 1976), pls. 22a, b (dated A.H. 921/1515); Welch and Welch, Arts of the Islamic Book, cat. no. 21; Sotheby's, April 19, 1983, lot 133.








� Welch, King's Book of Kings, p. 64.








� See S. C. Welch, India, Art and Culture 1300-1900, exh. cat. (New York: Metropolitan Museum of Art, 1985), p. 210; F. R. Martin, The Miniature Painting and Painters of Persia and India and Turkey from the 8th to the 18th Century (reprint; London: Holland Press, 1968), fig. 28; E. J. Grube, The Classical Style in Islamic Painting: The Early School of Herat and Its Impact on Islamic Painting of the Later 15th, 16th, and 17th Centuries (Lugano: Edizioni Oriens, 1968), pls. 97.1-97.3.








� We can already see a tentative use of nasta`liq in the illuminated frontispiece of the Bustân (cat. no. 73a).  In the Haft manzar Shaykhzâdé used it in the four dedicatory panels to the soltân.  In another painting of the same manuscript, A Couple Entertained in a Pavilion (fol. 76v), he not only signed his name in nasta`liq but also inscribed the calligraphic panel on the building.








� The British Library Khamsé of Nezâmi (Add. ms. 16780; Titley, Miniatures from Persian Manuscripts, no. 310) was copied in Herât under Qezelbâsh rule; see for instance Khosrow and Shirin Playing Polo (fol. 45v; in Stchoukine, Peintures des manuscrits safavis, pl. 12), where the polo players wear Qezelbâsh headgear.  Twelve paintings in this manuscript are attributable to Shaykhzâdé.  Hastily painted, they all depict Qezelbâsh headgear, now partially erased.  The batons were probably erased after the manuscript's transfer to Bokhârâ, where they would have been perceived as symbols of Safavid heresy.  The transfer of the manuscript to Bokhârâ is further confirmed by the addition of four Bokhârâ-style paintings, all by the same hand (fols. 141, 147, 281, 318).  The last of the Shaykhzâdé paintings is on fol. 238, and the rest of the manuscript (to fol. 326) is hastily copied and contains two of the Bokhârâ-style paintings.  `Obeydollâh Khân had occupied Mashhad in 1529 and then laid siege to Herât, entering the city in October 1529, one month after this manuscript was completed.  The threatening pressure of the Ozbaks, who had besieged Herât for seven months in the preceding year, could well account for the hasty work in the illustrations.








� The manuscript is in Tashkent, at the Institute of Oriental Studies (S 860); see Ashrafi, Persian-Tajik Poetry, p. 85.  If the completion date of 1529 reported by Ashrafi is correct, Mir `Ali must have copied the manuscript while still in Herât and taken it along with him to Bokhârâ.  Shaykhzâdé's paintings in the manuscript (fols. 9 and 41b) are clearly in the Bokhârâ style and must have been painted shortly after his arrival there.








� Mir `Ali was a sayyed and had many poems written and copied in praise of the eighth imam, who was buried in Mashhad; see Bayâni, vol. 2, pp. 498-99.








� It is hard to imagine that in the late fifteenth century "Shaykh" would refer to a Shi`a personality in the predominantly Sunni eastern Khorâsân.  Moreover the surname Shaykhzâdé was one that the painter proudly used at the Ozbak court, writing it in bold characters on the Haft manzar illustrations.  Another artist of the early thirteenth century, the calligrapher Ahmad-e Sohravardi, was also very proud of his lineage and was called Shaykhzâdé because of his father, the famous Shaykh Sohravardi, also a Sunni.








� Welch, Royal Persian Manuscripts, p. 19.








� Bayâni, vol. 3, p. 807.  Bayâni (quoting Mohammad-Sâleh-e Esfahâni) suggests that Mohammad-Qâsem-e Shâdishâh was also a pupil of Soltân-`Ali-ye Mashhadi.








� Qâzi, Golestân, pp. 89-90.








� Bayâni, vol. 3, p. 807.





� Bayâni (ibid.) reports only two manuscripts in Mohammad-Qâsem son of Shâdishâh's hand, a Divân-e shâhi dated A.H. 955/1548 in the Golestân Library, Tehrân (no. 510), and part of an anthology dated 1524, Freer Gallery of Art, Washington, D.C.  A list compiled by Wheeler Thackston (personal correspondence) gives three other manuscripts (not including the two in this collection):  Yusof-o Zolaykhâ of Jâmi dated A.H. 929/1522, Chester Beatty Library, Dublin (no. 190); Tohfatol-ahrâr (Gift of the free) of Jâmi dated A.H. 929/1522, Topkapi Sarây Library, Istanbul (H.682); Bustân of Sa`di dated A.H. 935/1528, T�rk ve Islam Eserleri M�zesi, Istanbul (no. 1916).








� Hasan Beyg-e Rumlu also names Mohammad-Qâsem as Qâsem-e Shâdishâh; see Ahsanottavârikh, p. 186.  As the illustrations are contemporary and the calligraphy matches the two other Bustâns copied by him (cat. nos. 66, 74), there seems little doubt that the signature in this Bustân is his.








� The Bustân is preserved at the General Egyptian Book Organization, Cairo (Adab Farsi 908); see Lentz and Lowry, p. 293.








� In smaller projects, like this Bustân manuscript, where production is not organized at the level of the royal atelier, one senses the more personal collaboration of the artists.  An association of this type required an affinity of character, which apparently existed between another famous pair of painters and calligraphers, Mir `Emâd and Rezâ-e `Abbâsi, in the production of a Golestân, circa 1615 (see cat. no. 146a-d).








� The tree at the top center of the Harvard Bustân painting is a transposition from cat. no. 73a, and a non-Behzâdian addition by Shaykhzâdé.  See Martin, Miniature Painting and Painters, fig. 28, and Grube, Classical Style in Islamic Painting, pl. 97.1.








� See Welch, Royal Persian Manuscripts, p. 19, and the plates in Chelkowski and Soucek, Mirror of the Invisible World.








� Chelkowski and Soucek, Mirror of the Invisible World, p. 110.








� Mirzâ `Ali also excelled at this difficult technique (see cat. no. 65), and his use of black arabesques on gold might have been inspired by Shaykhzâdé.  For the affinity between these artists' work, see Welch, King's Book of Kings, p. 84.








� Shaykhzâdé also used black arabesques on gold, sometimes with variations, throughout the 1524-25 Metropolitan Museum of Art Khamsé (13.228).








� In practice, gold is applied over the designated area, and floral arabesques that are to remain shiny are delineated in black outline.  A matte solution, probably a combination of water and gum Arabic, is then thinly applied to the surrounding areas.  I am indebted to A. Moghbel for this information.








� Interestingly the double-page illuminated heading of the 1538 Haft manzar (Freer Gallery of Art, Washington, D.C., 56.14) follows the same pattern of evolution as the paintings and displays new decorative features such as the green frames that Shaykhzâdé used in the paintings.








� Illuminated headings often contain formulas in praise of or prayers for the Prophet.  See, for instance, the heading of the Khamsé of Amir `Ali-Shir of 1491 at Windsor Castle (ms. 65), reproduced in Miniature Illustrations of Alisher Navoi's Works of the XV-XIXth Centuries (Tashkent: Fan Publishing, 1982), pp. 79-80.  The expanded formula in cat. no. 74, with its emphasis on the "good and the pure" of the Prophet's progeny ("âlehi ajma`in, at-tayyebin, at-tâherin"), seems to be unprecedented.








� For an account on Helâli, see cat. no. 68.








� Dughlât, History of the Moghuls, p. 283.








� The composition of the opening double-page to the 1538 Freer Gallery Haft manzar (56.14), which carries both the name of Shaykhzâdé and the Soltân `Abdol-`Aziz, is in the same style.








� See also Ashrafi, Persian-Tajik Poetry, pp. 84-85.  An almost exact replica of fig. 34 appears on fol. 53a of the 1544 Bahrâm Mirzâ Album (Topkapi Sarây Library, Istanbul, H.2154).  Given the strained relationship between the Ozbaks and the Safavids, it would be intriguing to know the circumstances under which this duplicate reached (or was painted at) the Safavid court.








� See, for instance, Chelkowski and Soucek, Mirror of the Invisible World, p. 54.








� See Ashrafi, Persian-Tajik Poetry, p. 90; Grube, Classical Style in Islamic Painting, cat. no. 48; E. Blochet, Musulman Painting XIIth-XVIIth Century, trans. M. Binyon (New York: Hacker Art Books, 1975), pls. 66, 107; and Robinson, Persian Paintings in the John Rylands Library, no. 680.








� Trans. W. Thackston.


� For Ozbak political and tribal traditions, see M. Dickson, "Shah Tahmasb and the Uzbeks (The duel for Khorasan with `Ubayd Khan), 930-946/1524-1540," Ph.D. diss., Princeton University, 1958, pp. 24-38.








� See Zahiroddin Mohammad Bâbor, Baburnama, trans. A. Beveridge (Lahore: Sangemeel Publications, 1979), p. 329.








� Bayâni indicates that Mir `Ali might also have gone to Samarkand, citing a signature on a calligraphy written in Samarkand in 1528, the year of his deportation to Transoxiana; see Bayâni, vol. 2, p. 348.








� For the determination of the precise date of the fall of Herât, see A. Burton, "The Fall of Herat to the Uzbegs in 1588," Iran 26 (1988), pp. 119-23.








� Fols. 1-7, 83-84, 115, 176, 211-69, 278-79, 378, 385, and 419-22 are later replacements.








� See I. Stchoukine, Les peintures des manuscrits de la "Khamseh" de Nizami au Topkapi Sarayi Muzesi d'Istambul (Paris: Librairie Orientaliste Paul Geuthner, 1977), no. 30, pls. 54, 55.








� Another manuscript example of this early Ozbak school is published in N. Titley, "A Shahnama from Transoxiana," British Library Journal 7 (1981), pp. 158-71.  For a discussion on the early Ozbak style, see B. Gray, ed., The Arts of the Book in Central Asia, 14th-16th Centuries (Paris: Unesco, 1979), p. 250.








� This manuscript is part of the collection of the Academy of Sciences of the Uzbek SSR (5369-C.O.M., VIII, No. 5630).  For reproductions, see A. M. Ismailova, Oriental Miniatures (Tashkent: Gafur Gulyam Literature and Art Publishing House, 1980), no. 19.








� See Gray, Arts of the Book, pls. 71-72, 261.








� Ibid., pl. 71.








� Cat. no. 113b is especially close to the Freer Mehr Entertained by King Kayvân (fol. 32.7); ibid., p. 261.








� Twelve pages are preserved at the Arthur M. Sackler Museum, Cambridge, 1958.63-74; eight have calligraphies on both sides and four have paintings on one side and calligraphy on the other.  See M. S. Simpson, Arab and Persian Painting in the Fogg Art Museum (Cambridge: Harvard University, Fogg Art Museum, 1980), nos. 76-85








� The calligraphies at the Sackler Museum are presently framed, but according to Prof. Anne-Marie Schimmel (personal communication) one of them bears Mir `Ali's signature.








� Bayâni, vol. 3, p. 876.








� Ibid., p. 879.








� Ibid.








� Ibid., vol. 1, p. 95.








� The manuscript, once at the Kapurthala State Library and now at the National Library, New Delhi (L53-2/7), is published in S. C. Welch, India, Art and Culture 1300-1900, exh. cat. (New York: Metropolitan Museum of Art, 1985), no. 92, and J. P. Lotsy, The Art of the Book in India (London: British Library, 1982), no. 56.








� Essayan was the son of the collector Gulbenkian.








� See S. Sanadaji, "Sharafnâmé-ye shâhi" (Royal book of nobility), Iran Nameh 6, no. 2 (1988), pp. 259-79, where two sources are quoted, one Persian, the Khayrol-bayân (Best of speeches), and one Ozbak, the Sharafnâmé-ye shâhi.








� Ibid.








� See Robinson (Colnaghi), nos. 27i-ii, and B. Schmitz, "Miniature Painting in Harat, 1570-1640," Ph.D. diss., New York University, 1981, pp. 281-84.  The manuscripts are presumably now in the Rezâ `Abbâsi Museum, Tehrân.








� The library is described by the phrase "Navvâb-e kamyâb-e sepehr-rekâb," employing an epithet normally reserved for royalty.  Use of the honorific Navvâb seems to have started in the second quarter of the sixteenth century among the Safavids, especially in reference to Shâh Mohammad-e Khodâbandé, Shâh `Abbâs's father (Eskandar Beyg referred to Shâh `Abbâs as Navvâb-e Sekandar Sha`n, and to another son, Hamzé Mirzâ, as Navvâb-e Jahânbani).  Its use continued in the next century, as evidenced by inscriptions on paintings (see, for instance, cat. no. 159), and at times it was applied to governors or amirs of high rank.  The invocation of celestial powers (sepehr-rekâb), however, refers only to royalty.  See also a similar inscription, used by Mohammad-Zamân in reference to the Safavid Shâh Soleymân (r. 1666-94), on a page of the Leningrad Album at the Oriental Institute, St. Petersburg (O. F. Akimushkin, T. B. Gerek, and A. A. Ivanov, Album of Indian and Persian Miniatures of the XVI-XVIIIth Centuries [Moscow, 1962], no. 85).  For the works of Shâh-Qâsem, see Schmitz, "Miniature Painting in Harat," pp. 54-69.








� For a general discussion of the painting style in Herât about 1600, see Schmitz, "Miniature Painting in Harat," pp. 157-231.








� See Sanadaji, "Sharafnâmé," p. 266.








� See B. W. Robinson, Persian Drawings from the 14th through the 19th Century (Boston: Little, Brown and Company, 1965), pl. 46, and A. Kevorkian and J. P. Sicre, Les jardins du désir (Paris: Phebus, 1983), p. 229.








� Bayâni, vol. 3, p. 619.








� The period is extensively covered in Schmitz, "Miniature Painting in Harat."  For similar works, see B. Gray, Peinture persane (Geneva: Skira, 1961), p. 165, and A. J. Arberry et al., The Chester Beatty Library:  A Catalogue of the Persian Manuscripts and Miniatures (Dublin: Hodges, Figgis & Co., 1962), vol. 3, nos. 262, 264.








� Arberry et al., Chester Beatty Library, vol. 3, p. 346.  I am indebted to J. Soustiel for sharing a letter from A. Ivanov containing this information.








� Drouot (Daussy-RiclŠs), Feb. 26, 1990, lots 67A, B.








� See Dickson and Welch, vol. 1, p. 250, n. 10.








� Ibid., p. 45.








� Khorâsân appears to have been conservative in its adoption of new fashions for headgear.  By the second half of the sixteenth century Qezelbâsh headgear apparently had been displaced by a style popular in Teymurid times.








� See The Arts of Islam, exh. cat. (London: Hayward Gallery, 1976), no. 585.








� See Sotheby's, July 7/8, 1980, lot 246.








� Jouanin wrote in Persian on the first folio that he offered the manuscript to Felix Foylié in 1838.  He described himself as the official translator of the French delegation in Tehrân.








� See Qâzi Ahmad-e Qomi, Golestân-e honar (Garden of talents), ed. A. Soheyli (Tehrân: Bonyâd-e Farhang-e Iran, 1352) (among reproductions).








� Hasan-`Ali's Mashhad origins are also mentioned by Qâzi Ahmad, who names him as a pupil of Sayyed Ahmad-e Mashhadi.  He traveled to Herât before making the pilgrimage; ibid., p. 91.








� In the preface to the Bahrâm Mirzâ Album (Bayâni, vol. 1, p. 202), Dust-Mohammad names Hasan-`Ali as a painter known as "the one with a delicate pen (nâzok-qalam)."  He may or may not be the calligrapher Hasan-`Ali who, according to Qâzi Ahmad (Golestân, p. 91), died in 1594, almost a half century later.








� See the margins of a Salâmân-o Absâl manuscript in a facsimile reproduction, ed. K. S. Aini (Dushanbe: Irfon, 1977).








� A painting published in B. W. Robinson, Persian Paintings from the India Office Library (London: Sotheby Parke Bernet, 1976) (no. 222) and another one in R. Hillenbrand, Imperial Persian Painting (Edinburgh: Scottish Arts Council, 1977) (no. 163) seem to be by the same hand.








� A similar bowman is in the collection of the Los Angeles County Museum (M.73.5.480); see P. Pal, ed., Islamic Art (Los Angeles: Los Angeles County Museum of Art, 1973), no. 261.  Another in the Murad III Album in the ™sterreichische Nationalbibliothek, Vienna (Cod. Mixt. 313, fol. 47a), bears an attribution to Vali-Jân; see D. Duda, Islamische Handschriften I, Persische Handschriften (Vienna: Verlag der ™sterreichischen Akademie der Wissenschaften, 1983), no. 387.








� State Public Library, St. Petersburg; see F. R. Martin, The Miniature Painting and Painters of Persia and India and Turkey from the 8th to the 18th Century (reprint; London: Holland Press, 1968), pl. 102.








� Qâzi, Golestân, pp. 151-52.








� Robinson, Persian Drawings, nos. 57, 59.








� The only one of the Twelve Imams buried in Iran is `Ali b. Musâ, the eighth imam of the Sh'ia, who is interred in Mashhad, thus the importance of Mashhad as a pilgrimage site in Safavid times, when access to the rest of the Sh'ia shrines, all situated in Ottoman territory, was difficult.








� See Sotheby's, Dec. 17, 1969, lot 284, fol. 1v.  For a complete discussion, see Schmitz, "Miniature Painting in Harat," pp. 161-69.  Schmitz is cautious in acknowledging that Habib(ollâh), painter of the three paintings, is the same individual who signed the manuscripts, as no definite similarity is visible.  Perceptible similarities are seen, however, in the handwriting and the style of the signature, râqemaho Habibollâh.








� Eskandar Beyg, vol. 1, p. 222.








� Mahd-e `Oliâ's constant interference in the government prompted the Qezelbâsh amirs to strangle her a few years later; ibid., p. 25.








� Bayâni (vol. 3, p. 910) stated that the scribe Mozaffar-Hosayn was one of the most "solid" nasta`liq calligraphers of the sixteenth century.  In some calligraphy specimens Mozaffar-Hosayn stated his father's name as Mohammad Amin.








� Eskandar Beyg, vol. 1, p. 164.








� The Qezelbâsh involved in the uprising were mostly affiliated with the Shâmlu and Ostâjlu clans, ibid., p. 278.








� Ibid., p. 280.








� Ibid., p. 286.








� Ibid., p. 286.  Bayâni ([vol. ?], p. 287) also noted that the Qezelbâsh argued that "since Mirzâ Salmân was a Tâjik, he should confine his activity to the administrative tasks and not interfere in military affairs."








� Eskandar Beyg, vol. 1[?], pp. 280-82.








� Dickson, "Shah Tahmasb and the Uzbeks," p. 160.








� Qâzi, Golestân, pp. 106-11, 143-44.








� See S. C. Welch, Royal Persian Manuscripts (London: Thames and Hudson, 1976), pp. 98-127.








� Qâzi, Golestân, p. 190.








� The two are A Seated Youth Playing a Musical Instrument, formerly in the collection of W. Schulz, Berlin (Martin, Miniature Painting and Painters, pl. 101), and fol. 23a of a Divân of Ebrâhim Mirzâ in the Sadruddin Aga Khan collection (T. Falk, ed., Treasures of Islam [London: Sotheby's Publications, 1985], cat. no. 77).  A painting I have not yet seen, dated A.H. 972/1564 and signed by `Abdollâh-e Mozahheb (from a Sobhatol-abrâr manuscript in the Gulbenkian collection), is mentioned in Schmitz, "Miniature Painting in Harat," p. 121.








� Ex-Gholâm-`Ali Seif-e Nasseri collection, see Sotheby's, Dec. 1, 1969, lot 192.








� See M. S. Simpson, "Production and Patronage of the Haft Aurang," Ars Orientalis 13 (1982), p. 98; for a reproduction, see also P. P. Soucek, "`Abdallâh SŒrâzŒ," in Encyclopaedia Iranica (London: Routledge and Kegan Paul, 1975-), vol. 1, p. 206.








� S. C. Welch has suggested that two other paintings from the same manuscript--The Ascent of the Prophet to Heaven (fol. 275a) and Why Is the Sufi in the Hamam? (fol. 59a)--are by the same hand, but he attributes them to Ghadimi (painter A); see Welch, Royal Persian Manuscripts, nos. K, W, and pl. 38.  Although I agree that all three are by the same hand (the attribution of a fourth, The Arrival of Zolaykhâ in Egypt, fol. 100b, is not clear to me), the sudden reappearance of Ghadimi after thirty years of eclipse seems odd; attribution to `Abdollâh-e Mozahheb is more likely on stylistic grounds.  A close associate of Ebrâhim Mirzâ such as `Abdollâh-e Mozahheb would have been likely to participate as a painter in the project.








� B. Âtâbây, Fehrest-e divânhâ-ye khati-ye ketâbkhâné-ye saltanati(Catalogue of literary manuscripts in the imperial library) (Tehrân: Zibâ Press, 2535), vol. 1, pp. 337-40.








� V. Minorsky, trans., Calligraphers and Painters: A Treatise by Qadi Ahmad, Son of Mir Munshi (Washington, D.C.: Smithsonian Institution, Freer Gallery Publications, 1959), p. 190.








� Mohammadi resided in Herât most of his life, and cat. no. 90b was likely completed there.  This supposition is further confirmed by an inscription on a portrait of `Ali-Qoli Khân-e Shâmlu by Mohammadi dated 1583 (Topkapi Sarây Library, Istanbul, H.2155, fol. 20v), which states that it was painted in Herât; see Schmitz, "Miniature Painting in Harat," pl. 236.








� Ibid.








� Eskandar Beyg, vol. 1, p. 176.








� See M. M. Ashrafi, Persian-Tajik Poetry in XIV-XVIII Centuries Miniatures (Dushanbe: Irfon, 1974), nos. 48-50.








� Ibid., no. 37; see also S. C. Welch, Wonders of the Age, exh. cat. (Cambridge: Harvard University, Fogg Art Museum, 1979), p. 24.








� See Dickson and Welch, vol. 1, pp. 165-77, 251-53.








� Eskandar Beyg, vol. 1, p. 176.  Eskandar Beyg further wrote that "no one was better than him in depicting faces and accurate portraiture (guné-sâzi)."








� Budâq-e Monshi-e Qazvini, Javâherol-akhbâr (Jewel of the chronicles), photocopy of a manuscript (Dorn 288) from the State Public Library, St. Petersburg, courtesy of the Center for Middle Eastern Studies, University of Chicago, p. 113b. The study of Shaykh-Mohammad's career by Dickson and Welch, vol. 1, pp. 165-77, left a gap between 1545 and 1555 which is now bridged with the information provided by Budâq-e Qazvini.  Budâq's accounts on this period should be judged as accurate, for according to a detailed chronology of his own life (p. 315), he was a firsthand witness to many events reported in his chronicle.  Particularly interesting are the fourteen years (circa 1536-50) that Budâq was personal secretary to Bahrâm Mirzâ:  "I remained there day and night, serving and entertaining [the prince] in daytime and sleeping at his feet at nighttime, sometimes not seeing my wife and children for up to forty days."  


	This information might shed light on the identity of the two artists: painter Dust[-Mohammad]-e Divâné and the calligrapher Dust-Mohammad.  Budâq (pp. 110a, 111b) considers them separately, but Dickson and Welch (p. 119) considered them as one.  Dickson and Welch's arguments are essentially based on the similarity of the names, an overlapping period of activity, and a certain calligraphy piece signed "Dust-Mohammad the Painter," similar to the signature on his paintings (Dickson and Welch, p. 118).  The name Dust-Mohammad was not unknown among artists; at least one other contemporary artist (a découpeur, qâte`) named Dust-Mohammad son of `Abdollâh is known (see C. Adle, "Autopsia, in Absentia," Studia Iranica 19 [1990], pl. 13).


	The long list of works signed by the calligrapher Dust-Mohammad (Bayâni, vol. 1, pp. 191-92) represents the works of a full-time calligrapher who would scarcely have time for painting.  In 1545 the calligrapher Dust-Mohammad completed the introduction to the famous Bahrâm Mirzâ Album while Budâq was in the services of the prince.  Budâq himself was an accomplished calligrapher, and he undoubtedly had met Dust-Mohammad during this period, since he relates a personal observation:  "He [Dust-Mohammad] pronounced `li' instead of `ri'" (Budâq, p. 110a).  It is therefore inconceivable that he would consistently distinguish the calligrapher from the painter by calling the former Dust-Mohammad and the latter Dust-e Divâné (Dust the Mad) unless they were two different people.  Budâq's account includes the information that Dust-Mohammad the painter died in India, while the calligrapher remained in the services of the shâh.  Confirming the two-artist hypothesis are the descriptive captions of the works of Dust-Mohammad the painter in the Bahrâm Mirzâ Album, for example, "an excellent work by master Dust-Mohammad," a description not likely to have been written by the painter.  It is more likely that the calligrapher Dust-Mohammad was the author of these captions.








� Another drawing in the Freer Gallery of Art, Imperial Hunt (54.32; see E. Atil, The Brush of the Masters: Drawings from Iran and India [Washington, D.C.: Smithsonian Institution, 1978], no. 14) is also attributed here to Shaykh-Mohammad and this period.  In it he used the same coloration:  a touch of white-blue on a bonnet, red for the strings, and some minor gold highlighting.








� Published in B. W. Robinson, A Descriptive Catalogue of the Persian Paintings in the Bodleian Library (London: Oxford University Press, 1958), pl. 21; the attribution is by S. C. Welch, see Dickson and Welch, vol. 1, p. 252.  For the drawings of Ozbak princes attributed to Shaykh-Mohammad, see Welch, Wonders of the Age, nos. 77, 80, and Martin, Miniature Painting and Painters, pl. 83.








� A. B. Sakisian, La miniature persane du XII au XVII siŠcle (Paris: Les Editions G. Van Oest, 1929), figs. 96-97, and Welch, Wonders of the Age, no. 77.














� Hillenbrand, Imperial Persian Painting, no. 72.








� For instance, several versions of the yoked prisoner are known; see Dickson and Welch, vol. 1, p. 252.








� Eskandar Beyg, [vol. ?], p. 177.








� For further discussion of the Mashhad style, see Welch, Royal Persian Manuscripts, pp. 24-27.








� See Welch, Wonders of the Age, no. 70, or Robinson, Persian Drawings, pl. 44.








� The double-page frontispiece seems to be a later addition; see F. Cagman and Z. Tanindi, Topkapi Palace Museum: Islamic Miniature Painting (Istanbul: A. R. Baskan Guzel Sanatlar Matbaasi, 1979), no. 104 and pls. 34-35.








� The damage sustained by this painting, especially on the upper right, did not leave enough clues for the restoration of the birds.








� Another page from the same manuscript is at the Minneapolis Institute of Arts (43.31.2); see E. J. Grube, The Classical Style in Islamic Painting: The Early School of Herat and Its Impact on Islamic Painting of the Later 15th, 16th, and 17th Centuries (Lugano: Edizioni Oriens, 1968), pl. 80.








� See E. Blochet, Musulman Painting XIIth-XVIIth Century, trans. M. Binyon (New York: Hacker Art Books, 1975), pl. 137; Robinson, Persian Drawings, pl. 40; and Kevorkian and Sicre, Jardins, p. 227.








� Kevorkian and Sicre, Jardins, p. 229, and Martin, Miniature Painting and Painters, pl. 103a.








� See Gray, Peinture persane, p. 157.








� This page originally was part of the same album as cat. no. 209.








� The inscriptions attributing drawings to Mohammadi, written by the same hand in an awkward calligraphy style, all refer to him as ostâd, master (in painting), while his own signature is in an elegant nasta`liq without any epithets.








� Gray, Arts of the Book, p. 50.








� Another page from the same manuscript, sold at Sotheby's on April 21, 1980, lot 59, is presently in the Rezâ-e `Abbâsi Museum, Tehrân.








� See Robinson (Colnaghi), no. 34.








� See E. J. Grube, Islamic Paintings from the 11th to the 18th Century in the Collection of H. P. Kraus (New York: H. P. Kraus, n.d.), pp. 128-43.








� Without seeing the actual ex-Kraus manuscript (present location unknown), it is difficult to ascertain whether the Rothschild paintings belonged to it or not.








� For an earlier funerary procession (circa 1330-35), see G. D. Lowry with S. Nemazee, A Jeweler's Eye (Seattle: University of Washington Press, 1988), no. 7.












� The manuscript has lacunae at fols. 38/39, 61/62, 62/63, 90/91, 94/95, 365/366, and 367/368.








� A detailed analysis of the painters is provided in Sotheby's, Dec. 9, 1975, lot 352.








� See G. D. Guest, Shiraz Painting in the Sixteenth Century (Washington, D.C.: Freer Gallery of Art, Smithsonian Institution, 1949), where painter A is referred to as painter B.








� . See Robinson, Persian Paintings from the India Office Library, pp. 96-96.





� See Robinson, Descriptive Catalogue of Persian Paintings in the Bodleian Library, pp. 97-102.








� See Robinson, Persian Paintings from the India Office Library, nos. 297-301.








� Budâq, Javâherol-akhbâr, p. 134.  (This section of the original manuscript is misbound; its correct location would have been p. 336.)  Budâq states that the manuscripts were copied by "Mowlânâ Soltâ-`Ali and Mowlânâ Mir `Ali and Khâjé Mahmud-e Siyâvoshâni who is still alive, and who was a pupil of Mollâ Mir `Ali but reputed to have surpassed him."








� B. W. Robinson, "Ismâ`il II's Copy of the Shahnama," Iran 14 (1976), p. 1.








� For other paintings by Mir Zaynol-`Âbedin, see Robinson, "Ismâ`il II's Copy of the Shahnama," p. 6.  A double-page painting of a Shâhnâmé dated 1546 is also attributed here to him; see Blochet, Musulman Painting, pls. 134-35.








� R. Ghirshman, L'Iran et la migration des indo-aryens et des iraniens (Leiden: E. J. Brill, 1977), p. 12.








� Ibid.








� B. W. Robinson, "Ali Asghar, Court Painter," Iran 26 (1988), pp. 125-28.
















� For example, all attributions to the painter Siyâvosh on pages from this manuscript are by the same hand; see A. Welch, Artists for the Shah (New Haven: Yale University Press, 1976), pp. 17-40.








� Rezâ's illustration in the Qesasol-anbiyâ is published in Gray, Peinture persane, p. 162; Woman with a Fan is reproduced in Atil, Brush of the Masters, no. 19a.  The same treatment of the flowers and stones suggests a similar date for both.








� See F. Cagman and Z. Tanindi, The Topkapi Saray Museum: The Albums and Illustrated Manuscripts, ed. and trans. J. M. Rogers (London: Thames and Hudson, 1986), no. 119.








� Four paintings of that Shâhnâmé have been attributed to Rezâ, see Welch, Artists for the Shah, pp. 108-17.  `Ali-Asghar's influence is visible in all four, and three of them (pls. 9-10, fig. 36) include faces that suggest `Ali-Asghar's hand.








� Four paintings of that Shâhnâmé have been attributed to Rezâ, see Welch, Artists for the Shah, pp. 108-17.  `Ali-Asghar's influence is visible in all four, and three of them (pls. 9-10, fig. 36) include faces that suggest `Ali-Asghar's hand.








� Falk, Treasures of Islam, no. 111.








� See, for instance, a work by Mohammadi at the Museum of Fine Arts, Boston (no. 14.588), reproduced in Robinson, Persian Drawings, pl. 46.  The trousers were still worn in the seventeenth and eighteenth centuries; see cat. nos. 160 and 171a.








� T. Sugimura, "The Chinese Impact on Certain Fifteenth Century Persian Miniature Paintings from the Albums (Hazine 2153, 2154, 2160) in the Topkapi Sarayi Museum, Istanbul," Ph.D. diss., University of Michigan, 1981, pp. 84-119.












� See Martin, Miniature Painting and Painters, pl. 154.





� See Sotheby's, London, May 3, 1977, lot 45.








� Rezâ's style was even appreciated at the Mughal court of Jahângir where the woman painter Roqié Bânu produced a tinted drawing of a seated youth in the style of Rezâ; see B. Âtâbây, Fehrest-e moraqqa`ât-e ketâbkhâné-ye saltanati (Catalogue of the albums in the Imperial Library) (Tehrân: Zibâ Press, 1353), p. 338.








� A case in point is the so-called Rezâ-e `Abbâsi Album now in the Freer Gallery of Art, Washington, D.C. (53.12-58).  All the writing and signatures of Rezâ contained in this collection of scraps and practice sheets appear to be outright forgeries.  For instance, folios 53.12, 53.25, 53.27, 53.28, and 53.34, bearing Rezâ signatures, are by the same hand as fig. 48 and obvious forgeries.  Folios 53.26, 53.30, 53.33, 53.44-46, and 53.48 are also by the same hand but have no signatures.  Folio 53.22 is a copy of a work by Sâdeqi Beyg, reproduced in I. Stchoukine, Les peintures des manuscrits de Shah Abbas I … la fin des Safavis (Paris: Librairie Orientaliste Paul Geuthner, 1964), pl. 29.  All these drawings are reproduced in E. Atil, The Brush of the Masters: Drawings from Iran and India (Washington, D.C.: Smithsonian Institution, 1978), pp. 64-95.








� Hakim Shefâ'i died in 1628; see Eskandar Beyg, vol. 2, p. 1083.  Either Mo`in misdated the painting, or Rezâ created the portrait posthumously, some six years after the physician's death.








� The album (Suppl. Persan 1572) is a curious collection of Indian paintings, some copies, and a mixture of poor and good quality Persian works.  Rezâ's signature has been added (and subsequently erased) on several paintings, including Lady Counting on Her Fingers (fol. 5); see B. W. Robinson, Persian Drawings from the 14th through the 19th Century (Boston: Little, Brown, 1965), pl. 61.








� The major exception is a group of four unsigned illustrations from the Chester Beatty Shâhnâmé (no. 277).








� Rezâ-e Mosavver's works are included in a Shâhnâmé at the State Public Library, St. Petersburg (circa 1642-54, Dorn 333); see M. M. Ashrafi, Persian-Tajik Poetry in XIV-XVIII Centuries Miniatures (Dushanbe: Irfon, 1974), pp. 110-11.








� Ibid., p. 111, and Stchoukine, Peintures des manuscrits de Shah Abbas I, p. 44.








� See Stchoukine, Peintures des manuscrits de Shah Abbas I, pp. 85-133.  Although Stchoukine's arguments are well reasoned and the information valuable, not all his attributions or rejections are accurate, perhaps due to the poor-quality reproductions by which he formed some of his judgments.








� Two modern Persian scholars, A. Soheyli (see Qâzi Ahmad-e Qomi, Golestân-e honar [Garden of talents], ed. A. Soheyli [Tehrân: Bonyâd-e Farhang-e Iran, 1352], p. 150) and M. Karimzadeh (The Lives and Art of Old Painters of Iran [London: Interlink Monograph, 1985], p. 186) have perpetuated the confusion by identifying Rezâ-e `Abbâsi with Âqâ Rezâ Jahângiri.  N. M. Titley (Miniatures from Persian Manuscripts [London: British Museum Publications, 1977], p. 188, pl. 41), A. Kevorkian and J. P. Sicre (Les jardins du désir [Paris: Phebus, 1983], pp. 232-44), and numerous others make a distinction between Âqâ Rezâ and Rezâ-e `Abbâsi.  On the other hand, major studies undertaken by A. Welch and S. Canby recognize the identity of Âqâ Rezâ with Rezâ-e `Abbâsi; see A. Welch, Artists for the Shah (New Haven: Yale University Press, 1976), p. 100, and S. Canby, ed., "Age and Time in the Work of Riza" in Persian Masters, Five Centuries of Painting (Bombay: Marg Publications, 1990), p. 41.








� Qâzi, Golestân, pp. 149-50.








� Ibid., p. 34.








� V. Minorsky, trans., Calligraphers and Painters: A Treatise by Qadi Ahmad, Son of Mir Munshi (Washington, D.C.: Smithsonian Institution, Freer Gallery Publications, 1959), p. 192.








� Ibid.








� Eskandar Beyg, vol. 1, p. 176.








� Although the honorific Âqâ would not typically be used in a signature (see p. 000), in this context it is a sign of respect invoking an imam's name.  To this day in Iran, people named Rezâ or Sâdeq after one of the Twelve Imams are commonly referred to as Âqâ Sâdeq and Âqâ Rezâ.








� Qâzi, Golestân, p. 152.








� Mo`in used the verb naql gardid, literally "was transferred" (copied from an original).  The verb was previously read as naqqâshi gardid (was drawn) by Stchoukine, without consideration for Mo`in's peculiar treatment of the "l"; see Stchoukine, Peintures des manuscrits de Shah Abbas I, p. 89.








� Ibid., p. 90.








� The similarity is visible in the writings of such words as ghafrân.








� Words such as zol-qa`dé in the first writing and khatama in the second are misspelled.  The idiom "khatama bel-khayr vaz-zafar" (was happily and victoriously completed) that follows and rhymes with Safar is one that would be an ending statement and stylistically would not be used in the middle of a lengthy statement; here it is redundant and misplaced.








� Stchoukine read the two words as "`Abbâsi Ash`ar," then opted for Asghar without justification; see Stchoukine, Peintures des manuscrits de Shah Abbas I, p. 88.








� See A. Welch, Shah `Abbas and the Arts of Isfahan (New York: Asia House Gallery, 1973), no. 75.





� The appearance of three dots under the "sin" indicates Mo`in's intention to spell Asghar with a "sin."








� The Khosrow-o Shirin in the Victoria and Albert Museum (L1613-1964) has unreliable signatures, although Robinson considered them authentic; see Persian Drawings, pl. 58.  The authenticity of the colophon is questionable, as it gives a completion date of A.H. 1091/1680 by the scribe `Abdojjabâr, by then long dead.  In addition, the manuscript has been remargined, and Rezâ's "signatures" appear on the margins.  Stylistically the paintings belong to the second half of the seventeenth century, and many of the compositions are actually derived from the paintings of the Makhzanol-asrâr; see cat. nos. 110a-i.








� Some of the folios (fols. 14, 17) from the Shâh `Abbâs Shâhnâmé in the Chester Beatty Library, Dublin (no. 277), previously attributed to Rezâ, may be a joint effort by father and son (see discussion at cat. no. 100).  Rostam Killing the White Elephant (fol. 13), however, seems to be entirely by Rezâ; see Welch, Artists for the Shah, pls. 8-10.








� An elaborate double-page painting in the Hermitage Museum, St. Petersburg, signed by Rezâ and dated A.H. 1020/1612, perhaps a manuscript frontispiece, might also have been a commissioned work; see Stchoukine, Peintures des manuscrits de Shah Abbas I, pls. 38-39.





� In the Seated Youth, the patron is given as Mirzâ Mohammad Shafi`, a descendant of a family of viziers; see T. Falk, ed., Treasures of Islam (London: Sotheby's Publications, 1985), p. 117.  In the British Museum painting, the patron is described as "Navvâb-e Kamyâb-e Ashraf-e Aqdas-e A`lâ" (i.e., the shâh); see F. R. Martin, The Miniature Painting and Painters of Persia and India and Turkey from the 8th to the 18th Century (reprint; London: Holland Press, 1968), pl. 110b.








� The painting is reproduced in B. Gray, Peinture persane (Geneva: Skira, 1961), p. 162.








� A number of the illuminated borders from the dispersed manuscript have subsequently been paired with the text of a manuscript of the Golestân of Sa`di.  S. C. Welch has attributed some of those borders (similar to the one here) to Soltân-Mohammad, circa 1525-30; see S. C. Welch, Wonders of the Age, exh. cat. (Cambridge: Harvard University, Fogg Art Museum, 1979), nos. 45-46; and Dickson and Welch, vol. 2, figs. 118-19.








� The final purchase of this work by the Baron Maurice de Rothschild occurred in a tripartite transaction, the details of which the Parisian jeweler-collector Henri Vever recorded in his diary entries of June 1914.  On June 6, 1914, Vever wrote that he purchased the painting for 3500 francs (reduced from the asking price of 5000 francs) from the dealer Demotte.  Vever described the subject as a "jeune prince assis," and classified the work as a "miniature Persane signée par Rezâ-e `Abbâsi."  Vever noted that the baron had long wanted the painting and was pressuring Demotte to get it back.  Subsequently the sale was voided on July 8, 1914, and the painting sold to the baron.  In compensation, Demotte presented Vever with a painting of higher value, Noshiravân Listens to the Owls, now at the Arthur M. Sackler Gallery, Washington, D.C., S86.0214 (the painting had been offered by Demotte to collector G. Homberg at 7000 francs).  The transaction underscores Rothschild's dominant position in the art market of early twentieth-century Paris.  I am indebted to G. Lowry for a photocopy of this page from Vever's diary, now preserved at the Arthur M. Sackler Gallery, Washington, D.C.











� See, for instance, Falk, Treasures, nos. 84, 85, and Âtâbây, Fehrest-e moraqqa`ât, p. 299.








� A spurious inscription at the bottom left, attributing the work to Valijân, a Persian painter who went to the Ottoman court, can be disregarded on stylistic grounds.








� Rezâ figures in the BibliothŠque Nationale Qesasol-anbiyâ (e.g., fol. 79v, reproduced in Gray, Peinture persane, p. 162) as well as those in the Chester Beatty Shâhnâmé (e.g., Fereydun Spurns the Ambassador from Salm and Tur, reproduced in Welch, Artists for the Shah, pl. 9) all display such a tilt.








� See Welch, Artists for the Shah, pls. 8-10.








� Qazi, Golestân, p. 149.








� Eskandar Beyg, vol. 1, p. 176.








� Another indication is Rezâ's use of the word hova (he) at the beginning of his inscriptions, typically invoked by dervishes at the beginning of any undertaking.








� The case of Sufism influencing the relationship of the Javânmard and Fotovvat brotherhoods, and especially the community of the wrestlers, has been discussed by, among others, S. Nafisi; see Sarcheshmé-ye tasavvof dar Iran (Origins of Sufism in Iran) (Tehrân: Foroughi Publications, 1368), pp. 138-44.  For a discussion of brotherhoods among guilds in early Islamic periods, see S. Ibrâhim, Asnâf dar asr-é `Abbâsi (Guilds under the `Abbâsids), trans. H. `Âlemzâdé (Tehrân: Markaz-e Nashr-e Dâneshgâhi, 1362), pp. 135-40.








� I. Afshar, ed., Âshpazi-ye dowré-ye Safavi (Safavid cooking) (Tehrân: Sedâ and Simâ Publications, 1360), p. 194.








� The modern-day zurkhâné, the home of traditional wrestling, continues in the same atmosphere.








� Bayâni, vol. 2, pp. 518-39.








� Ibid., p. 531.








� In his revised version of his account on calligraphers and painters, Qâzi Ahmad states that Rezâ was "avoiding attendance to the soltân"; see Golestân, p. 121.








� Bayâni, vol. 2, pp. 526-27.  Mir `Emâd's alleged Sunnism is usually proffered as the source of the shâh's animosity toward him.  But there seems to be no proof in this respect, and all other indications, such as the content of his writings, point to the contrary, although he may have disliked the Shi`ism practiced by the Safavids.





� Deploring the Mir's assassination, Jahângir, the Mughal emperor of India, exclaimed:  "Had they allowed the Mir to come to me, I would have reciprocated by giving his weight in gold"; ibid., p. 527.








� F. Cagman and Z. Tanindi, The Topkapi Saray Museum: The Albums and Illustrated Manuscripts, trans. and ed. J. M. Rogers (London: Thames and Hudson, 1986), nos. 125-27.








� Lentz and Lowry, no. 138, and E. Asin, "The Bakhshi," in The Arts of the Book in Central Asia, 14th-16th Centuries, ed. B. Gray (Paris: Unesco, 1979), p. 286.








� The attribution to Sâdeqi Beyg can be established by comparing the paintings with those of Sâdeqi among the dispersed pages of the Shâhnâmé of Shâh Esmâ`il II (see, for instance, Robinson [Colnaghi], nos. 19vii, 19x); the Chester Beatty Shâhnâmé of Shâh `Abbâs (no. 277); the 1593 Anvâr-e Soheyli (Lights of Canopus) in the Sadruddin Aga Khan collection (see Welch, Artists for the Shah, figs. 14-15, 17, 37, 38-40, 42-55, and pls. 4-5, 11-13); and the Habibossiyar manuscript at the Arthur M. Sackler Gallery, Washington, D.C. (S86.0047), dated A.H. 987/1580 (see G. D. Lowry and M. C. Beach, An Annotated and Illustrated Checklist of the Vever Collection [Washington, D.C.: Arthur M. Sackler Gallery, 1988], no. 209.








� Bayâni, vol. 2, p. 525.








� Other scenes repeated in the Topkapi manuscript are The Story of Hâtam, fol. 21b (see Cagman and Tanindi, Topkapi Saray Museum, p. 126) and The Story of the Nimble Cavalier, fol. 8b.  I am indebted to Sheila Canby for providing me with photos of this manuscript.








� The stories depicted in each illustration have been identified by Wheeler Thackston based on a circa 1575 copy of the same work at the Arthur M. Sackler Gallery, Washington, D.C. (S86.0054).








� Bayâni, vol. 2, pp. 525-26.








� The borders on cat. nos. 110a and 110e-h are not original but were added when the manuscript was remargined.  Traces of the original borders can be detected between branches and leaves protruding outside the text area.  The close affinity between the later borders and the Topkapi manuscript margins may indicate that the later borders were added shortly after production of the Topkapi manuscript.  The remargined borders of the remaining four paintings (cat. nos. 110b-d, 110i) were removed by Demotte, who had the unfortunate habit of using manuscript text margins for the embellishment of the paintings he sold.








� The epithet Tilbé was given to a cousin of Amir `Ali-Shir who was killed by the order of Soltân Hosayn; see Lowry and Beach, An Annotated and Illustrated Checklist of the Vever Collection, no. 167.








� See M. G. Lukens, "The Language of the Birds," Bulletin of the Metropolitan Museum of Art (May 1967), p. 330.  For a color reproduction, see Gray, The Arts of the Book in Central Asia, p. 190, also Metropolitan Museum of Art, The Islamic World (New York: 1987), p. 90.  Although designed by Behzâd, the execution of the painting is weak and must be by the hand of a pupil.








� A few pages of cat. no. 111 are missing.  Comparison to other Golestân manuscripts such as cat. nos. 36 and 214 suggests that the missing pages would not have had space allocated to illustration.








� The design of cat. no. 111c is similar to another double-page frontispiece by Rezâ, dated A.H. 1020/1612 (Hermitage, St. Petersburg; see Stchoukine, Peintures des manuscrits de Shah Abbas I, pls. 38-39).








� Afzal's most extensive signature qualifies him as Afzal, of Hosayni descent, from the city of Tun.








� See Nuroddin `Aborrahmân b. Ahmad Jâmi, Masnavi-e haft owrang (Seven thrones masnavi), 3d ed., ed. Âqâ Mortezâ Modarres-e Gilâni (Tehrân: Sa`di Publications, 1363), pp. 515-16, trans. W. Thackston.








� Bayâni, vol. 2, p. 457.












� The seal reads:  "O, imam Mohammad-e Bâqer"; thus the name could be either Mohammad-Bâqer or Bâqer.








� This man cannot be the leader of the Bakhtiyâri, `Ali-Qoli Khân-e Sardar As`ad, who recaptured Tehrân in 1909 during the Constitutional Revolution period, since the latter's father was named Hosayn-Qoli.








� Bayâni, vol. 2, p. 394.








� For instance, see Afzal's style in the great Shâhnâmé at the State Public Library, St. Petersburg (Dorn 333); see Ashrafi, Persian-Tajik Poetry, p. 115, and Martin, Miniature Painting and Painters, pl. 149








� These manuscripts include one in the Golestân Library, Tehrân (no. 2239), with paintings attributed here to Mohammad-`Ali (see B. Âtâbây, Fehrest-e divânhâ-ye khati-ye ketâbkhâné-ye saltanati[Catalogue of literary manuscripts in the imperial library] [Tehrân: Zibâ Press, 2535], no. 346, p. 858-61), and one in the State Public Library, St. Petersburg (Dorn 333), by Afzal and others, painted between 1642 and 1654 (see Ashrafi, Persian-Tajik Poetry, no. 96-98).  A manuscript copied by Mo`in circa 1654-57 was split between the Chester Beatty Library, Dublin (no. 270), and the Sadruddin Aga Khan collection (see A. Welch and S. C. Welch, Arts of the Islamic Book: The Collection of Prince Sadruddin Aga Khan [Ithaca, N.Y.: Cornell University Press, 1982], no. 38).  The 1648 Shâhnâmé manuscript (Windsor Castle, Ms. Holmes 151) is mostly by Mohammad-Qâsem (see Stchoukine, Peintures des manuscrits de Shah Abbas I, pls. 54-65).








� Khalifé-Soltân's full name was Hosayn b. Mohammad b. Amir Shojâ`oddin Mahmud, of the Mar`ashi clan ruling in Âmol; see Eskandar Beyg, vol. 2, p. 1013; E. Vâ`ez-Javâdi, ed., Dasturol-vozarâ (Chronicle of the viziers) (Tehrân: Bonyâd-e Farhang-e Iran, 1345), p. 8; and Zahiroddin Mar`ashi, Târikh-e Tabarestân-o Ruyân-o Mazandarân (History of Tabarestân, Ruyân, and Mazandarân), ed. M. H. Tasbihi (Tehrân: Sharq Publishing, 2535), p. 41.








� Eskandar Beyg, vol. 2, p. 1091.








� Qazvini Abol-Hasan, Favâ'edos-Safaviyé (Safavid achievements), ed. M. Mirahmadi (Tehrân: Institute for Cultural Studies, 1367), p. 63.








� Vâ`ez-Javâdi, Dasturol-vozarâ, p. 8.








� The title E`temâdoddowlé, used by the `Abbâsnâmé author to address Khalifé-Soltân, is also used by Mo`in in the inscription above the portrait; see Mohammad-Tâher Vahid-e Qazvini, `Abbâsnâmé (Book of `Abbâs), ed. E. Dehqân (Arâk [Iran]: Farvardin Press, 1329), p. 7.  However, in the correspondence of Mir Jomlé Khânkhânân, an important figure at the Deccan court, the vizier is called `Emâdoddowlé, and the office `emâdoddowlégi (British Library, Add. ms. 6600, written by the Deccan scribe Hâji `Abdol-`Aziz).








� A. Eqbâl, ed., Majma`ottavârikh (Collection of chronicles) (Tehrân: Tahuri Library, 1362), pp. 144-45; Modarresi-e Tabâtabâ'i, Mesâl-hây-e sodur-e Safavi (Decrees of the Safavid sadrs) (Qom [Iran]: Hekmat Printing, 1353), pp. 22-23.











� Except for the first few words--"Arzédâsht-e Bahrâm, gholâm-e ghadimi" (Solicitation note from your longtime slave Bahrâm)--the inscription remains undeciphered.








� See Stchoukine, Peintures des manuscrits de Shah Abbas I, pls. 66-67.  Another section was in the M. Mahboubian collection; see Robinson (Colnaghi), no. 57.








� For a reproduction, see Christie's, Nov. 28, 1983, lot 124.








� See, for instance, Martin, Miniature Painting and Painters, pl. 162.








� These characteristics of Afzal's style can be seen in Lovers at the Victoria and Albert Museum, London (IS133-1694, fol. 44a), reproduced in Robinson, Persian Drawings, no. 68, and in Marks of Love from the Sadruddin Aga Khan collection, reproduced in Welch and Welch, Arts of the Islamic Book, no. 36.








� Stchoukine, Peintures des manuscrits de Shah Abbas I, pl. 64.








� See Martin, Miniature Painting and Painters, pls. 152 and 155; also Gray, Peinture persane, p. 169.








� See E. Kuhnel, Miniaturmalerei im Islamischen Orient (Berlin: Bruno Cassirer Verlag, 1922), p. 92.








� Robinson (Colnaghi), p. 75.








� Lowry and Beach, An Annotated and Illustrated Checklist of the Vever Collection, no. 161.








� Atil, Brush of the Masters, no. 24.








� Another painting, Dervish and Disciple, bearing Mohammad-Mohsen's signature and executed in substantially the same style is also in the Freer Gallery (47.23); ibid., no. 25.








� See Welch, Shah `Abbas, no. 64; A. U. Pope and P. Ackerman, A Survey of Persian Art, from the Prehistoric Times to the Present (reprint; London: Oxford University Press, 1967), vol. 12, no. 1056; E. Blochet, Musulman Painting XIIth-XVIIth Century, trans. M. Binyon (New York: Hacker Art Books, 1975), pl. 168; and O. F. Akimushkin and A. A. Ivanov, Persidskikh miniatur XIV-XVII v. (Moscow, 1968), pls. 71-73.  Another similar painting, dated A.H. 1051/1641, is kept at Fondation Custodia (Coll. F. Lugt), Paris.








� See Islamic World, no. 82.








� Stchoukine, Peintures des manuscrits de Shah Abbas I, p. 80; Sotheby's, April 11, 1988, lot 80.


� Abol-Fazl-e `Allâmi, Akbar-nama (Book of Akbar) (reprint; Delhi: Rare Books, 1972), vol. 1, p. 219.
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� Jauhar, Tezkereh al Vakiat, trans. C. Stewart (reprint; Delhi: Kumar Bros., 1970), p. 43.
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� Nawwab Samsam-ud-daula Shah Nawaz Khan and `Abdul Hayy, Ma'athir-ul-umara (Biography of the warlords) (reprint; Patna: Janaki Prakashaw, 1979), vol. 2, p. 1019.
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� For a comparison, see G. Egger, Hamza-nama (Graz: Akademische Druck und Verlagsanstadt, 1974), vol. 1, pl. 38 or 50.








� M. C. Beach, Early Mughal Painting (Cambridge: Harvard University Press, 1987), pp. 37-49.
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� Beach, Grand Mogul, pp. 92-95 and 116-18; see also Miniatures de l'Inde imperiale, exh. cat. (Paris: Musée Guimet, 1989), no. 28, for a superb example of this style.  Âqâ Rezâ Jahângiri is a different artist from Âqâ Rezâ (Rezâ-e `Abbâsi) mentioned in chap. 7.








� T. W. Arnold and J. V. S. Wilkinson, The Library of A. Chester Beatty:  A Catalogue of the Indian Miniatures (London: Oxford University Press, 1936), vol. 2, pl. 36.
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� Beach, Grand Mogul, pp. 76-77, where a complete list of the then-known dispersed pages is given; for an additional group, see G. D. Lowry and M. C. Beach, An Annotated and Illustrated Checklist of the Vever Collection (Washington, D.C.: Arthur M. Sackler Gallery, 1988), pp. 278-92.
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� I. Stchoukine, Les peintures des manuscrits de Shah Abbas I … la fin des Safavis (Paris: Librairie Orientaliste Paul Geuthner, 1964), p. 46; see also W. Floor, "Dutch Painters in Iran during the First Half of 17th Century," Persica 8 (1978-79), pp. 145-61.








� Ibid., p. 46.  Stchoukine quotes the French jeweler Tavernier.








� See Drouot, June 23, 1982 (Album of Mohammad-Bâqer), where `Ali-Qoli copies an Indian work attributed to Govardhan.  The works were mounted on facing pages in the album (nos. 12-13).  A number of Mughal "style" works in the Leningrad Album bear attributions to `Ali-Qoli.  A few more can be attributed to Persian painters such as Hâji Mohammad (no. 91).








� Both of Bahrâm's signed works are dated A.H. 1050/1640 (see cat. no. 145), seven years before the earliest of Shaykh `Abbâsi's paintings (cat. no. 146).








� The effect of the pointillism technique adopted by these artists is the same as that of the nineteenth-century French Impressionists, but adapted to a smaller scale.  Other painters such as Mohammad-`Ali (cat. no. 125) and Mohammad-Qâsem used the same technique, but at a slightly earlier date and not in this refined mode.
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