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Among the sixteen states founded throughout history by the Turks, the Ottoman Em-
pire, which survived for more than six centuries (1299-1922), has a distinct place in
world history. Works of art from one of the most glorious periods of the Ottoman
Empire will be displayed for the first time in the United States during the exhibition
The Age of Sultan Siileyman the Magnificent.

Throughout history, Anatolia has actually and constantly assumed the role of being a
bridge between east and west. As a result of this historical fact, the culture and civili-
zation of the Ottoman period reflect a synthesis of the cultures of east and west. Dur-
ing the reign of Sultan Siilleyman I, known as ““Siileyman the Magnificent,” who
ruled between 1520 and 1566, the Ottoman Empire became one of the leading states
of the world, not only in political and military arenas, but also in cultural and social
fields.

It is my belief that this exhibition, which contains some valuable samples of artifacts
of only one period of the long history of our country that possesses many richnesses,
will draw the attention and appreciation of the American public, and will contribute
to the creation of a bridge of culture between the Turkish and American nations.
Furthermore, I hope that the exhibition will be an opportunity for those American
friends who have not so far been able to visit our country to see at least some small
portion of the artistic and cultural legacy of Turkey.

While extending my thanks to those who contributed to the preparation of this exhi-
bition, I would also like to send to the American people my best wishes for their
success and happiness.

T

President of the
Republic of Turkey
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THE WHITE HOUSE
WASHINGTON

The generous loan by the Republic of Turkey of a splendid collection of objects from
the reign of Sultan Siilleyman I is a most welcome event, and one in which Nancy
and I take great personal interest.

Siilleyman, known also as the Lawgiver, played a leading role in the diplomatic
affairs of the sixteenth century. The twentieth-century globe may be a more compli-
cated map than the one Siileyman studied, but the continuing value of international
friendship is one he would recognize and endorse.

It is in the spirit of such friendship that I hope each of you will view the exhibition,
remembering the good faith and trust the Turkish people have shown by sharing
their national treasures with us.

i, (Qpe



Foreword

he richness of the sixteenth century in European art is such that we tend to forget how

much was happening in other parts of the world. This first comprehensive exhibition of
Turkish art devoted to the most celebrated period of Ottoman history, the reign of Sultan
Stileyman the Magnificent, reminds us of the great civilization that flourished at the eastern
end of the Mediterranean.

Stileyman is known as ““the Lawgiver” in Turkey for his far-reaching influence on civil law.
Some of his acts were models for the legal codes of many countries, including our own. Thus
the sultan’s likeness appears in the chamber of the United States House of Representatives,
joining the images of great leaders such as Hammurabi, Moses, Solon, and Jefferson, whose
thinking helped to shape our constitution.

A brilliant jurist, Stileyman was also a discerning collector, a significant patron, and an
accomplished poet. He, as well as his wife, daughter, sons, and court officials, commissioned
many architectural monuments and literary and historical texts. The sophisticated patronage
of Siileyman and his court nurtured the high standards and creativity that came to typify
Ottoman art of the sixteenth century. The Age of Sultan Siileyman the Magnificent, with more
than two hundred judiciously chosen works of art, includes manuscripts (with examples of
Stileyman’s own poetry) as well as jeweled vessels, silks, painted ceramics, and other
sumptuous objects created in the imperial studios under the guidelines established by the
sultan. This system of centralized court workshops permitted the dissemination of high
standards throughout the empire. These workshops were crucial not only for the spread of
favored themes from the capital to provincial centers, but also for fostering a synthesis of
European and Islamic styles with Turkish ones.

We are indebted to the Turkish government for its enthusiastic response in lending to us
under its new law that allows national treasures to leave the country on a temporary basis.
Kenan Evren, the president of the Republic of Turkey; Turgut Ozal, the prime minister; Mesut
Yilmaz, the state minister for information; Vahit Halefoglu, the minister of foreign affairs;
Miikerrem Tascioglu, the minister of culture and tourism; Siikrii Elekdag, the ambassador of
the Republic of Turkey; M. Olus Arik, deputy minister of culture and tourism; Erdogan
Sanalan, general director of cultural affairs in the Ministry of Foreign Affairs; Nurettin
Yardimci, general director of antiquities and museums in the Ministry of Culture and
Tourism; and other Turkish officials and their staffs have helped bring this exhibition to
fruition with the same spirit of patronage of the arts demonstrated by Siileyman himself. In
addition, we would like to thank Robert Strausz-Hupé, the United States ambassador to
Turkey, and his staff, who have energetically promoted this cultural exchange. We are also
grateful to the public institutions and private collectors who have entrusted us with these
magnificent objects. A list of their names follows this Foreword.



We would like to take this opportunity to express our profound gratitude to Philip Morris
Companies Inc., whose generous financial support has made this exhibition possible. A leader
in corporate support of the arts for more than a quarter of a century, Philip Morris has
achieved a most distinguished record of sponsoring significant cultural events in this country
and abroad. We wish to thank in particular Hamish Maxwell, chairman and chief executive
officer, R. William Murray, president, Philip Morris International, and Walter Thoma,
president, Philip Morris Europe EEMA Region, for offering the patronage of their corporation
for the enlightenment and enjoyment of American audiences. In addition, this exhibition is
supported by a United States Government indemnity from the Federal Council on the Arts
and the Humanities.

Many individuals in Chicago, New York, and Washington deserve thanks for their work on
the exhibition. Special gratitude is due the following staff at the National Gallery: D. Dodge
Thompson, chief, exhibition programs; Gaillard Ravenel, chief, and Mark Leithauser, deputy
chief of design and installation; Elizabeth A. Croog, associate secretary, general counsel; and
Joseph J. Krakora, external affairs officer. At the Art Institute of Chicago, Jack V. Sewell,
curator of oriental and classical art, Katharine C. Lee, assistant director, and Dorothy
Schroeder, assistant to the director, have been instrumental in mounting the exhibition. At
the Metropolitan Museum of Art in the department of Islamic art, Stuart Cary Welch, special
consultant in charge, and Carolyn Kane; Mahrukh Tarapor and John McDonald, office of the
director; and Emily Rafferty, vice president for development, have rendered invaluable
assistance in making the exhibition a reality.

Above all, thanks go to Esin Atll, and to the Smithsonian Institution for allowing her to act
as our guest curator, thereby bringing her vision and enthusiasm to this venture. Dr. Atl’s
connoisseurship and scholarship have combined to produce an exhibition and catalogue that
invite us to explore and savor The Age of Sultan Siileyman the Magnificent.

J. Carter Brown
Director, National Gallery of Art

James N. Wood
Director, The Art Institute of Chicago

Philippe de Montebello
Director, The Metropolitan Museum of Art
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Note to the Reader

All Turkish names, places, and titles are spelled according to
official modern Turkish orthography. Modern Turkish trans-
literation is also used for Arabic and Persian words within a
Turkish context. Non-Turkish names of individuals and cities
or regions outside the boundaries of the Republic of Turkey
follow English spelling. When a Turkish term appears for the
first time in the text, it is italicized and followed by a transla-
tion or explanation. Terms used frequently are listed in the
Glossary.

The following is a guide to the pronunciation of Turkish
words:

c pronounced “j” as in ““John”

C pronounced ‘“ch” as in ‘““chair”

g soft guttural, lengthens the vowel preceding it

1 pronounced somewhat like ““e”” as in ““open”’

j pronounced like the French /j”" as in ““Jacques”
0 pronounced like the French ““eu’ as in “‘peu”

S pronounced ““sh”” as in “‘shall”

u pronounced like the French “u” as in “lune”

The Turkish system of alphabetization is used in the Short-
ened References and Select Bibliography. A letter with dia-
critical marks is alphabetized after the same letter without the
marks; for instance c falls before ¢.

The word bin, meaning ““son of,” frequently a part of a
name, is abbreviated as b., as in Siileyman b. Selim.

All dates, with the exception of those in colophons and in-
scriptions, are given in the Gregorian calendar. When a year
in the Islamic calendar, which is based on lunar months, goes
beyond the Christian year in which it began, both years are
given, separated by a slash, as in 1557/1558.

Numerals in bold type refer to colorplates as well as cata-
logue numbers.
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Introduction

he age of Sultan Siileyman the Magnificent was not only

the zenith of Ottoman political and economic expansion,
but also an era when the strong demands of imperial patron-
age were met by a highly energetic and innovative response,
bursting into an unprecedented explosion in the arts. During
Siileyman’s long and dynamic reign the court studios em-
ployed hundreds of artists with diverse backgrounds and tra-
ditions who synthesized the existing modes, formulated new
forms, themes, and techniques, and helped to create an indig-
enous artistic expression that reflected the cultural vitality of
the empire. The evolution of this artistic expression and the
establishment of the classical Ottoman style owed much to
the personal involvement and support of the sultan, whose
high sense of aesthetics and refined connoisseurship left a dis-
tinguished mark on Turkish art and architecture.

Patronage has always been the essential ingredient of cul-
tural development and Siilleyman was a most magnanimous
patron, scrutinizing the works of his artists and generously
rewarding them for outstanding performances. His persistent
interest provided the artists with tremendous stimulation,
compelling them to excel beyond expectation and to produce
splendid works of art that glorified their benefactor. The
highly centralized administrative structure of the state was
also applied to artistic production, which was undertaken by
societies created to respond to the specific needs of the pal-
ace. The most influential of these societies was the nakkas-
hane (imperial painting studio), which formulated the decora-
tive themes and designs that were first employed on
manuscripts and then transmitted to various court arts, from
architectural decoration and furnishings to metalwork, tex-
tiles, and ceramics. The nakkashane was the creative brain of
the Ottoman court style, which spread to all parts of the em-
pire, from the central Islamic lands and northern Africa to the
Balkans, and had a profound influence on its neighboring
cultures.

The most conspicuous feature of Ottoman art is the joyful

Detail, 42a

representation of nature, depicting fantastic or realistic flora
in perpetual growth. This theme, executed in styles that re-
flected a mystical approach as well as a more naturalistic one,
is easily comprehensible and appreciable by all peoples at all
times, transcending time and place. Rendered in an impecca-
ble technique with virtuosic use of form, color, and design on
diverse materials, this intrinsic quality was largely responsible
for the far-flung and long-lasting impact of Ottoman art, both
at home and abroad. It highlights the essence of nature—its
beauty and perpetuity—and presents it in a most delightful
manner, totally devoid of dogmatic or didactic implications.
The universal message of Ottoman art reflects its ecumenical
culture, which endured the changes of time, its potency and
aesthetic appeal as valid today as the day it was initiated.

The vast and powerful empire inherited by Silleyman pro-
vided the proper setting for the cultural explosion that took
place. His dynamism in political and judicial spheres was
matched by the exuberant creativity of the artists of his court.

Historical Setting

The Turks began moving westward from their original home-
land in central Asia after the second half of the eighth cen-
tury and established independent states in Afghanistan, east-
ern Iran, and northern India. The most significant migration
occurred in the eleventh century when the Seljuks arrived in
the central Islamic lands, dominated Iran, Iraq, and Syria,
and expanded into Anatolia. The Seljuk rule in Anatolia sur-
vived until the turn of the fourteenth century, at which time
it disintegrated and the region became divided among a num-
ber of Turkish emirates.

The northwestern corner of Anatolia was claimed by Os-
man (1299?-1324?), the leader of one of the emirates who
founded the Osmanl, or Ottoman, dynasty in which the rule
passed from father to son or to the eldest male in the family
until 1922, at which date the sultanate was abolished and a
year later replaced by the Republic of Turkey. During the

17



formative years of the Ottoman state Osman’s descendants
took Bursa (Brusa), which became the first capital; then they
moved into iznik (Nicaea), and Izmit (Nicomedia), crossed
the Dardanelles into Thrace, and entered Edirne (Adrianople),
which was chosen as the second capital. The Ottomans soon
extended their rule into central, northeastern, and southwest-
ern Anatolia as well as into Macedonia, Bulgaria, Serbia, and
Romania.

The emirate of Osman became a world-renowned empire
during the reign of Mehmed II (1451-1480). In 1453
Mehmed, known as the Conqueror, captured Constantinople,
the capital of the Byzantine Empire, moved his court there,
and founded the Topkap:1 Palace, which became the adminis-
trative seat of the state. He then undertook systematic cam-
paigns to expand his realm and to form a protective ring
around his new capital, now called Istanbul. In the west his
armies swept through Greece, Albania, and Yugoslavia, infil-
trating the Balkans as far as Belgrade. His navy overpowered
the Venetians, captured several islands in the Aegean, and
landed at Otranto, the tip of the Italian peninsula. In Anatolia
he put an end to the Greek rule in Trabzon (Trebizond),
wiped out the remaining Turkish emirates in the south, and
inflicted serious defeats upon the Mamluks, who were ruling
in Syria and Egypt. The Crimea was annexed together with
regions bordering the Sea of Azov. The Ottomans were now
the rulers of Anatolia and the eastern Balkans, controlling
these lands from their court in Istanbul.

After a brief period of consolidation under Bayezid 11
(1480-1512), the expansion of the Ottoman frontiers contin-
ued with the ensuing sultans. Selim I (1512—1520) cam-
paigned in the south and southeast; he captured Azerbaijan
and the Safavid capital of Tabriz; then he defeated the Mam-
luks at Maj Dabiq and Cairo, incorporating into his empire
Syria, Palestine, and Egypt as well as the Hijaz. The Ottoman
sultan was now the protector of Islam and the guardian of
Mecca, Medina, and Jerusalem, the three holy cities of the Is-
lamic world; he also ruled over the renowned cultural centers
of Damascus and Cairo. The Ottomans were firmly en-
trenched in the strategic lands linking three continents (Asia,
Africa, and Europe) and dominated the surrounding seas.

This powerful and vast empire was inherited by Siileyman I
(1520-1566), the tenth ruler of the house of Osman. He was
the Ottoman sultan with the longest rule—forty-six years—
and the one who more than doubled the extent of his realm.’
At the time of his death the Ottoman Empire included in the
west Greece, Albania, Bulgaria, Yugoslavia, Romania, Hun-
gary, and parts of Czechoslovakia, stretching up to Vienna,
the capital of the Habsburg Empire; in the north it incorpo-
rated the Crimea and the provinces between the Don and the
Dnieper rivers; in the east and southeast its boundaries
touched the Caspian Sea, ruling over parts of Georgia, Azer-
baijan, western Iran, the central Islamic lands, and the re-
gions along the Arabian Gulf and the Red Sea; in the south it

18

Fig. 1. Portrait of Sultan Siileyman attributed to Titian, ¢. 1530 (Vienna,
Kunsthistorisches Museum, 2429)

claimed Egypt, Sudan, Somalia, Ethiopia, Libya, Tunisia, Al-
geria, and part of Morocco. The Black Sea, Arabian Gulf, Red
Sea, and a major portion of the Mediterranean were con-
trolled by the Ottoman navy.

In Turkish history Stileyman is known as Kanuni, the
Lawgiver, in reference to his legislative acts, which helped to
form the basis of many national constitutions; in Europe his
honorific is the Great or the Magnificent due to his outstand-
ing political and cultural achievements. He was a brilliant
military strategist and statesman, and an acclaimed legislator
who determined the administrative, fiscal, military, and social
laws that regulated his state and its subjects. Although the
seriat (Islamic jurisprudence based on the Koran) was the law
of the empire, the Ottoman sultans reserved the right to issue
decrees on matters not covered in Islamic traditions. These
decrees, called fermans, became the kanuns (sultanic laws) of
the empire. Stileyman issued hundreds of decrees that cov-
ered every subject from landrights, taxation, concessions
given to foreign merchants, war declarations, peace treaties,
and investiture of titles to endowments of social and chari-
table institutions.>

Stileyman had been superbly trained for the sultanate, hav-
ing been in charge of the sancaks (provincial districts) of Bolu,
Kefe (Kaffa), and Manisa since he was fifteen, following the



Fig. 2. Marble bust of Sultan Siileyman by Joseph Kiselewski,
1949-1950 (Washington, U.S. Capitol)

Ottoman tradition in which princes, accompanied by their tu-
tors, were sent at an early age to serve as governors in the
provinces to acquire experience in administrative and military
affairs. The sultan fought on both western and eastern fronts,
personally leading over a dozen campaigns against the Habs-
burgs, who controlled most of Europe, and the Safavids, who
ruled Iran. One of Siilleyman’s first acts was to take the city
of Belgrade, which had resisted a number of Ottoman attacks,
and another was to capture Rhodes from the troublesome
Knights of Saint John. He annexed Hungary and besieged Vi-
enna; he recaptured Tabriz and took Baghdad, adding Iraq
and western Iran to his empire. His fleets, led by the cele-
brated Barbaros Hayreddin Pasa, were able to defeat the com-
bined forces of Europe in the Mediterranean; his other admi-
rals challenged the Portuguese in the Indian Ocean.

Born in an age of kings, powerful and influential men des-
tined to shape the world, Stileyman was by far the most dy-
namic. His military victories, inherited and acquired wealth,
and patronage of art and architecture were unmatched by his
allies or his adversaries. Siileyman’s rivals were such luminar-
ies as Charles V, the head of the Habsburgs, who served as
the king of Spain (1516-1550) and the Holy Roman Em-
peror (1521-1557); Ferdinand, the archduke of Austria who
replaced his brother Charles V as emperor (1558-1564); and

Louis II, the king of Hungary (1516—1526), who was related
by marriage to the Habsburgs. Another adversary was Tah-
masp (1524—1576), the second ruler of the Safavid dynasty
of Iran. Among his allies were the kings of France, Francis I
(1515-1547) and Henry II (1547—1559); John Zapolya, the
prince of Transylvania installed as the king of Hungary
(1526—1540) by the sultan; and the rulers of Poland and the
Crimea.

Europe in the sixteenth century was torn by constant bat-
tles between the Habsburgs, headed by Charles V, and the
French, led by Francis I. England, ruled by Henry VIII, and
the Italian states of Venice, Genoa, and Florence were con-
stantly changing sides, deeply involved with protecting their
own interests. Europe was also divided between the followers
of Martin Luther, who were aided by the French, and those
of the pope, who were helped by the Habsburgs. Silleyman
took advantage of this rivalry to expand his realm; he formed
an alliance with the French and supported the Lutherans and
Calvinists against the papal forces. By his relentless pressure
on the Habsburgs and the papacy he successfully maintained
the political disunity in Europe and not only achieved his ter-
ritorial ambitions but was also instrumental in the growth of
Protestantism. Although a number of regions were annexed
by his descendants who extended the Ottoman rule into Po-
land in the west and the Caucasus in the east, the lands con-
quered by Siileyman formed the core of the Ottoman Empire
for centuries to come.

Siilleyman the Sultan

Stleyman was born to Selim and Hafsa on 6 November 1494
in Trabzon, where his father was serving as governor.’ The
prince lived there until 1509, at which date he was given the
sancak of Bolu in northwestern Anatolia to govern; a few
months later he was sent to Kefe in the Crimea, where he
held the same post for three years. After his father ascended
the Ottoman throne on 24 April 1512 he was asked to reside
in Istanbul while the sultan was fighting in Anatolia. The fol-
lowing year Siileyman was appointed governor of Manisa.
When Selim I was campaigning against the Safavids and
Mamluks in 1514 and 1516-1517, Siileyman was asked to
serve as regent and move to Edirne to protect the western
flanks of the empire. He was back in Manisa by the time his
father died on 22 September 1520. The crown prince arrived
in Istanbul on 30 September and his accession ceremonies
took place the following day. Since he did not have any liv-
ing brothers, he was the only heir to the sultanate.

When Siileyman I ascended the Ottoman throne at the age
of twenty-six he inherited a vast empire run by an efficient
system established by his forefathers. The Ottoman state was
governed by a central administration headed by the sultan,
who was the supreme ruler of the empire, the commander in
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Fig. 3. Procession of Sultan Siileyman in the At Meydani, woodcut after
Pieter Coecke van Aelst, dated 1553 (New York, The Metropolitan Museum
of Art, 28.85.7a-b)

chief of the armed forces, and the protector of Islam. The
grand vezir represented his executive authority and held the
highest post among the administrators, who were responsible
for political and financial affairs. The seyhiilislam (leader or
chief enforcer of Islam) represented the sultan’s religious au-
thority and headed the ulema (learned men), who were in
charge of religious, judicial, and educational affairs. The sul-
tan was assisted by the Divan-1 Himayun (Imperial Council
of Ministers), which represented both sectors. The sultan’s
primary responsibility was the enforcement of law and jus-
tice, and the Divan-1 Himayun functioned as a supreme
court where complaints and grievances from subjects were re-
viewed, national and international policies discussed, and ad-
ministrative procedures formulated.

The Ottoman system of recruitment and training of admin-
istrative and military personnel was unique and formed the
core of the central administration.* Although a few officials
were the sons of administrators, the majority had been re-
cruited through the devsirme system in which non-Muslim
boys were taken from the rural areas in the Christian prov-
inces and trained to serve the state. The largest group was ab-
sorbed into the army, particularly the Janissary Corps, while
others were sent either to the provincial courts or to the Top-
kap1 Palace to receive training. They became important palace
officers, military commanders, and governors, and the most
able and enterprising ones rose to the rank of grand vezir.

Almost all the grand vezirs of the empire had risen from
the devsirme ranks and many married royal princesses.
Among them were the celebrated grand vezirs of Stileyman:
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Ibrahim, who married the sultan’s sister Hadice; Riistem, who
married his only daughter Mihrimah; and Sokollu Mehmed,
who married his granddaughter Esmahan and held the same
post under his son, Selim II, and grandson, Murad III. This
system enabled the sultan to have a fresh supply of highly
trained and totally dedicated administrators and military per-
sonnel whose loyalty to the sovereign was unquestionable;
having no allegiance to region or family, their sole existence
was devoted to serving the state.

The Topkap: Palace, founded by Mehmed II in 1459, was
conceived from the beginning as the administrative and edu-
cational center of the state and designed as a fortified struc-
ture with high walls and massive gates leading into three
consecutive courtyards.’ It occupied the northern tip of the
peninsula overlooking the Golden Horn, Bosporus, and Sea
of Marmara, providing a magnificent vista of Istanbul.
Thought to have been staffed by close to twenty thousand
men, four or five thousand of whom resided on the premises,
this vast palace proclaimed Ottoman power and dominance
over the city that had been chosen as the capital by all its
previous rulers. Originally called the New Palace, it later
came to be known as the Topkap1 (Cannon Gate) Palace after
one of its gates.

The palace was administered by three institutions, the Bi-
run (Outer Service), the Enderun (Inner Service), and the
Harem, the latter having developed during the reign of Siiley-
man. The plan of the Topkapi Palace clearly reflects its orga-
nizational structure. The first courtyard,® open to the public,
was reserved for the Birun, which included officers in charge



of maintenance, supplies, the mint, the arsenal, the kitchens,
and the stables as well as tutors, physicians, standard-bearers,
gatekeepers, gardeners, guards, architects, and artisans em-
ployed by the palace.

The second courtyard, open only to those who had official
business in the palace, contained chambers for the Divan-1
Hiimayun, the grand vezir, and his staff. It also included the
imperial kitchens, which provided meals for the residents,
and the imperial stables, where the sultan’s horses and riding
equipment were kept.

The third courtyard was the inner sanctum of the palace
and housed the staff of the Enderun School, whose primary
responsibility was to train the novices chosen from the dev-
sirme boys. The novices were subjected to a rigid education
and advanced according to their capabilities and competence.
Upon graduating they were assigned as pages to various im-
perial chambers, the highest of which were the Hazine
(Treasury), Kiler (Pantry), Seferli Oda (Campaign Room), and
Has Oda (Royal Room). In time they were promoted to join
the ranks of Enderun officers. Some of them were later sent
to head departments in the Birun, others were given commis-
sions in the provinces or in the military forces. Included in
the third courtyard were the Arz Odasi (Reception Room),
where dignitaries and foreign envoys were received; the Ha-
zine, where the sultan’s private collection of rare and pre-
cious objects was kept; the Has Oda, which functioned as the
Throne Room;” and facilities for the Enderun staff.

The Harem (literally meaning ““sacred place””) was the pri-
vate domain of the sultan, where members of his family re-
sided. Originally women and children were housed in the
Old Palace situated in the center of the city and not allowed
into the Topkap: Palace. They began to reside in the Topkap:
Palace after the 1550s and the Harem grew to include over
360 chambers with suites for the valide sultan (queen
mother), hasekis (favorites), sehzades (princes), eunuchs, tu-
tors, and a large number of attendants and servants.

Although the Harem was not a formal part of Ottoman ad-
ministration, it was organized in a fashion similar to the En-
derun School. At the top was the valide sultan, whose son
was the reigning sultan; she was by far the most powerful
woman and frequently advised the sultan on household as
well as national and international affairs. Below her were the
hasekis, who had produced male offspring. Most of the
women in the Harem were of slave origin who had been cap-
tured, purchased, or given as gifts; they were trained either in
the Istanbul palace or in the provincial courts and presented
to the sultan. In some ways their lives resembled those of the
devsirme children; they received an excellent education and
could advance in rank. Many were married off to governors
and commanders; they could divorce their husbands, return
to the palace, or be married to other officials, if they so de-
sired. Some enterprising individuals established their own
charitable institutions and sponsored architectural complexes.

Hiirrem and Mihrimah, the wife and daughter of Silleyman,
were among the most energetic patrons.

Rayal marriages had been performed during the early years
of the empire in order to form alliances with the neighboring
states, but this practice was abandoned by the fifteenth cen-
tury. Siileyman was one of the very few sultans to officially
take a wife, marrying Hiirrem shortly after his accession. Hiir-
rem, thought to have been of Ukranian or other Slavic de-
scent, may have met Siilleyman when he was in Kefe and at-
tracted his attention with her amiable outlook and
intelligence. Siileyman adored his wife and remained loyal to
her throughout his life. Before meeting her, Siileyman’s ha-
seki had been Giilbahar, who had given birth to Mustafa in
1515.% After their marriage Hiirrem produced five sons and a
daughter: Mehmed (1521-1543), the sultan’s favorite and
chosen heir apparent; Abdullah (1522-1526), who died at
the age of four; Mihrimah (1522-1578), his only daughter,
who married in 1539 the grand vezir Riistem Pasa; Selim
(1527-1574), who succeeded him in 1566, being the only
living son at the time; Bayezid (1525-1561), accused of in-
citing a civil war and executed with his sons after fleeing to
the Safavid court; and Cihangir (1531-1553), a crippled and
sensitive child. Stileyman was very supportive of his children;
he assigned sancaks to his sons, gave them military com-
mands during campaigns, and appointed them as regents
while he was engaged in battles along the frontiers.

The history of Siileyman'’s reign was tightly woven with in-
ternational politics, and the sultan became an important pro-
tagonist in European affairs shortly after his accession.
Charles Vv, the Habsburg king of Spain, and Francis I, the Va-

Fig. 4. Portrait of Emperor Charles V by Titian (detail), dated 1548 (Munich,
Alte Pinakothek, 632)
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Fig. 5. Portrait of King Francis I attributed to Jean Clouet (detail),
c. 1535 (Paris, Musée du Louvre, 5247)

lois king of France, had been fighting over the crown of the
Holy Roman Empire. When Charles V was elected emperor
in 1521 war broke out between the two rivals and Europe
became divided. Siileyman used this dispute to his advantage,
launched his first western campaign, and marched into Hun-
gary, which was allied with the Habsburgs and was causing
disturbances in the western provinces. He entered Belgrade
on 29 August 1521, securing the Ottoman lands along the
Danube River.

The sultan’s second campaign was directed against Rhodes,
which was controlled by the Knights of Saint John, who had
settled there in 1308 following their expulsion from Palestine.
The formidable fortress of Rhodes fell on 21 December 1522
after a long and fierce battle that involved both the Ottoman
army and navy. Thus the last Christian stronghold in Anato-
lia was captured and the Aegean Sea was secured.

The spectacular conquests of Belgrade and Rhodes within
the first two years of Siilleyman'’s reign sent shock waves
throughout Europe. Both fortresses had been formerly impen-
etrable to the Ottomans and had withstood previous attacks
by his forefathers. The young sultan proved to be a more able
commander, moving swiftly to remove obstacles to his ulti-
mate control of eastern Europe and the Mediterranean.

Stileyman was soon drawn deeper into European affairs
and formed an alliance with the French; it became the first of
a series of political, commercial, and cultural relations. Fran-
cis I, who had been defeated and imprisoned by Charles V,
sent a letter to Siileyman in 1525, requesting his assistance.
The sultan, quick to realize the benefits of a Franco-Ottoman
alliance, marched into Hungary in the spring of the following
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year. Louis II and his entire forces were annihilated within
two hours during the Battle of Mohdacs on 29 August 1526.
Stileyman installed as king of Hungary John Zapolya, the
ruler of Transylvania who had joined the Ottoman army
against the Habsburgs.

When the sultan returned to Istanbul Ferdinand, the arch-
duke of Austria who claimed to be the rightful heir to the
throne of Hungary, captured Budapest and expelled Zapolya.
Stileyman was forced to march into Hungary and reinstall Z4-
polya. He then continued on to Vienna, the capital of Austria,
and besieged the city for two weeks between 26 September
and 16 October 1529. Because winter was approaching and
his heavy artillery had been late in arriving, Stileyman lifted
the siege and headed home.

The conflict over Hungary was resumed when Ferdinand
and Siilleyman could not resolve their differences through
diplomatic channels and the Habsburgs besieged Budapest
again. During the 1532 campaign in Austria Stileyman’s most
notable conquest was the capture of Giins. The following year
the two rulers signed a treaty, which provided a brief halt in
Habsburg-Ottoman hostilities.

The sultan was then free to devote attention to the prob-
lems in the Mediterranean and in the east. While he was
campaigning in Austria, Andrea Doria, a Genoese admiral
who had shifted his alliance from Francis I to Charles V, had
attacked several Ottoman ports in Algeria and Greece, captur-
ing the fortress of Coron in the Morea (Peloponnisos), to the
great embarrassment of the Ottomans. Upon returning to
Istanbul, the sultan summoned to the capital Barbaros Hay-
reddin Pasa, a sixty-three-year-old veteran seaman, and re-
quested him to command the naval forces. Under his leader-

Fig. 6. Portrait of Archduke Ferdinand, engraving by Bartholemeus Beham,
dated 1531 (Vienna, Osterreische Nationalbibliothek, 503.533-B)



ship the Ottoman navy sailed from one victory to another.
His first task was to capture Coron and Tunis; then he under-
took systematic raids on the coastal towns of Italy and Spain.

Assured that the Mediterranean was in good hands, Siiley-
man embarked on his next offensive, moving this time
against the Safavids in the east. During the campaign of
1534—1536 the Ottomans captured Tabriz and then Baghdad,
annexing parts of Azerbaijan and Iraq. Meanwhile the sultan
had concluded a treaty with the French to join forces in at-
tacking the Habsburgs in the Mediterranean. In the spring of
1537 Siileyman moved into Albania and Greece and besieged
the fortress on the island of Corfu as a prelude to the inva-
sion of Italy. The fortress held out and he was forced to lift
the siege.

The following year the sultan embarked on his eighth cam-
paign, which resulted in the annexation of southern Molda-
via. While he was preoccupied in the Balkans the greatest Ot-
toman victory at sea took place. On 28 September 1538
Barbaros Hayreddin confronted at Preveza Andrea Doria,
who commanded the six-hundred-vessel armada that in-
cluded the combined forces of the Holy Roman Empire, the
papacy, the Italian states of Venice, Genoa, and Florence, in
addition to ships supplied by Portugal and the Knights of
Malta. Within five hours Barbaros Hayreddin emerged as the
victor, inflicting such a devastating blow to the Europeans
that they could not recover for three decades and terminating
their hopes to contain Ottoman supremacy in the Mediterra-
nean. This was the greatest age for the Ottoman navy, its dar-
ing captains claiming major Mediterranean ports and vying
with the Portuguese in the Indian Ocean. The period between
1520 and 1540 was one of continual victories for Siilleyman.

The conflict over the supremacy of Hungary resumed when
John Z4polya died in 1540 and left an infant son on the
throne. Ferdinand, quick to take advantage of the situation,
moved in and besieged Budapest. Siileyman was compelled
to secure Budapest by formally annexing Hungary, which in
1541 became a province controlled by an Ottoman governor.

Another siege of Budapest by the Austrians forced the sul-
tan to embark on his tenth campaign in 1543. Meanwhile
Barbaros Hayreddin, sent to aid the French in Marseilles, was
attacking Nice and other ports on the Mediterranean. Siiley-
man once again asserted his sovereignty over Budapest and
went on to conquer Pe¢ (Pécs), Estergon (Esztergom), and
Estonibelgrad (Székesfehérvar). In 1547 he signed a five-year
peace treaty with the Habsburgs in which Ferdinand was al-
lowed to keep a portion of Hungary, paying in return a
yearly tribute. The same year the Franco-Ottoman alliance
was renewed by Henry II, who had succeeded Francis I and
was convinced that his monarchy would survive against
Charles V only with the sultan’s support.

Charles V in return had allied himself with Tahmasp, the
Safavid ruler of Iran, forcing Siileyman to curtail his cam-
paigns in order not to fight on both fronts. After signing the

peace treaty with the Habsburgs, Stileyman was free to con-
front the Safavids, who had taken Tabriz and were ravaging
Georgia. During this campaign, which took place in 1548—
1549, the Ottomans advanced into Hamadan and Isfahan,
and recaptured Tabriz, Van, and most of Georgia. As soon as
Stileyman withdrew his forces and returned to Istanbul, Tah-
masp began attacking Erzurum and Van, forcing the sultan to
launch yet another confrontation with the Safavids.

The third war with Iran, lasting from 1553 to 1555, re-
sulted in the conquest of Nahgivan (Nakhichevan) and Revan
(Yerevan). Siileyman decided to spend the winter of 1555 in
Amasya. There peace treaties with the Habsburgs and Safav-
ids were signed; by the former, its delegation headed by
Baron Ogier Ghiselin de Busbecq,” a six-month cease-fire was
obtained, and by the latter the Ottoman-Safavid boundaries
were determined.

During these years Siileyman lost two of his sons. Sehzade
Mustafa, his eldest son, was accused of plotting to depose
him to take over the sultanate and was killed by the royal
executioners when he came to see his father near Konya in
the fall of 1553. Cihangir, Siileyman's frail youngest son, died
shortly after.

Although battles continued on the western front in the en-
suing years, the Habsburgs ceased to be a major threat after
the death of Charles V, and Siileyman did not lead an impe-
rial campaign for some ten years. He was made desolate by
the death of his beloved wife Hiirrem in 1558, and torn by
the feud between his sons, Bayezid and Selim, which devel-
oped into a civil war by the spring of 1559. The battle of
Konya resulted in the defeat of Bayezid, who fled with his
four sons to the court of Tahmasp, where Bayezid was held
for ransom and eventually sold to the Ottomans. In 1561
Bayezid and his sons were delivered to an Ottoman delega-
tion in Kazvin and were promptly executed.

The following year an eight-year peace treaty was signed
with Ferdinand, who was now the emperor of the Holy Ro-
man Empire, having succeeded Charles V. In 1565 the Otto-
man navy attempted to capture Malta, the domain of the
Knights of Saint John since their expulsion from Rhodes in
1522. The attack, led by Turgud Reis, who lost his life in the
battle, was unsuccessful and was repelled by the knights.

The same year problems developed on the Austrian-Otto-
man frontier and Siileyman decided to lead his army once
again, leaving Istanbul on May 1566. This was his seventh at-
tempt to secure Hungary, a struggle that had begun within a
year of his accession to the throne. The Ottoman forces ar-
rived at Szigetvar on 6 August and besieged the fortress for a
month. Siileyman was seriously ill when he embarked on his
campaign and could barely ride his horse. During the siege of
the fortress he lay sick in his tent; he died on the eve of 7
September, a few hours before Szigetvar fell. The grand vezir
Sokollu Mehmed Pasa felt that the announcement of his
death would be detrimental to state security unless the new
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sultan was present. He had an officer who resembled Siiley-
man impersonate the sultan and stalled for more than forty
days in Szigetvar, moving out only when he was assured that
Selim had arrived at Belgrade and was ready to take over.
The army finally arrived in istanbul in November and Siiley-
man’s body was laid to rest behind the Siilleymaniye Mosque,
next to the mausoleum of Hirrem.

Stleyman must have known that Szigetvar would be his
last campaign. He was seventy-two years old at the time, ail-
ing, and had not led the army for more than ten years, but
he insisted on commanding the Ottoman forces himself. If he
wanted to die on the field as a true gazi (warrior of the faith),
his wish was fulfilled.

Stleyman, who gave so much to his world—in legislative
acts, international prestige, expansion of the frontiers, glo-
rious conquests, increased national wealth, patronage of the
arts—died alone, having lost his beloved wife and favorite
sons. He was truly a sultan who served the state, devoting his
life and sacrificing those of his loved ones for the welfare of
the empire. It was extraordinary that he found time to in-
dulge in the arts and to support the activities of the artists.

Sileyman the Patron

The reign of Silleyman was the golden age of Ottoman cul-
ture, which flourished under the sultan’s personal involve-
ment and ardent support. Siileyman was by training a gold-
smith, following the tradition of the Ottoman house that
every ruler had to have a practical trade. He spoke Arabic,
Persian, and Cagatay (Eastern Turkish), and was an accom-
plished poet, writing in Persian and Turkish under the pseu-
donym Muhibbi, meaning ““beloved friend”” or ‘“affectionate
lover.” In addition he was a great patron of art and architec-
ture, which during his long and glorious reign reached the
most innovative and productive level in Ottoman history. The
members of his court also supported and practiced the arts;
many excelled in writing poetry, literature, and history, and
several became celebrated calligraphers and painters.

The age of Silleyman was renowned for the construction of
monumental architecture, with the sultan, his family, and
high administrative officials commissioning one spectacular
complex after another. It was also a most prolific period for
the production of religious, literary, and historical manu-
scripts, their bookbindings, calligraphy, illuminations, and il-
lustrations outstanding as works of art. The high aesthetic
and technical achievements of these artists were matched by
the goldsmiths, jewelers, arms and armor makers, wood-
workers, cloth makers, embroiderers, rug weavers, and pot-
ters, who produced the most exquisite pieces for Siileyman.
The imperial studios employed hundreds of men from all
parts of the empire, their origins as diverse as the lands ruled
by the sultan. This period saw the synthesis of European, Is-
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lamic, and Turkish traditions, giving birth to an artistic
vocabulary that was unique to the Ottoman world.

It was an age of giants among architects and artists, includ-
ing Sinan, the master of monumental buildings and com-
plexes; Haydar Reis, who used the pseudonym Nigari, the
portraitist; Nasuh, known as Matrakci, the initiator of the
topographic genre of painting; Piri Reis, the cartographer and
author of naval guides; Sahkulu, the creator of exquisite
drawings; Kara Memi, the illuminator of imperial manu-
scripts; and Osman, the master of illustrated histories.

Siilleyman'’s reign is probably best known for its prolific ac-
tivities in literature and history. The greatest intellects of the
sixteenth century belonged to the ulema, the most renowned
member of which was Ebussuud (1490-1575), who served
as seyhtlislam for close to three decades and issued thou-
sands of fetvas (responses to legal questions in accordance
with Islamic jurisprudence) as well as sanctioning the open-
ing of the first Turkish coffeehouses and performances of the
Karagoz shadow theater. The central administration also pro-
duced famous scholars, authors, and artists, including Nasuh
(died 15647?), an officer in the Enderun who was a mathema-
tician, swordsman, inventor of athletic games, historian, and
illustrator; Ahmed Feridun Pasa (died 1583), commander,
governor, and member of the Divan-1 Himayun who was
known for his histories, one of which describes Siilleyman’s
last campaign at Szigetvéar; Mustafa Ali (1541-1599), the
statesman and historian who wrote an account of the artists;
and Piri Reis (1465?—1554) and Haydar Reis (1492?-1572),
both naval officers who practiced writing and painting.

Poetry was by far the most popular of the court arts, en-
couraged and practiced by the sultan and his sons as well as
his grand vezirs (Ibrahim and Ristem in particular) and other
members of the court. Siileyman belongs to a long list of poet
sultans, including Mehmed II, Bayezid II, Selim I, Selim II,
and Murad III.

The sultan’s passion for poetry was matched only by his
zeal for sponsoring art and architecture. During his reign
Istanbul became a bustling metropolis with flocks of mer-
chants and artisans arriving daily to reap its bounty. The city
was enhanced with the construction of religious, charitable,
and social establishments designed and built by Sinan
(1490?-1588), under whom Ottoman architecture reached
its greatest monumentality. Appointed the royal architect by
Siileyman, Sinan was responsible for over three hundred
monuments scattered throughout the empire;'° he continued
to work for the succeeding sultans, achieving his ambition of
building the largest and highest dome in Ottoman history
with the Selimiye Mosque in Edirne, completed in 1575.

Fig. 7. Portrait of Sultan Siileyman with the Siilleymaniye Mosque in the
background (detail), engraving by Melchior Lorichs, dated 1559 (London,
The British Muscum, 1848 11-25 24)



AN RN

AN

\‘\.\'\\\‘E‘Q\‘\':\.}\\\
W

'}Sb\E\\\

N

W




Sinan’s most spectacular complex was built for Siileyman
between 1550 and 1557. Called the Siileymaniye, it consisted
of over a dozen buildings arranged around a mosque and in-
cluded four medreses (universities), a college of medicine, ele-
mentary and secondary schools, a hospital, hospice, imaret
(soup kitchen), bath, shops, cemetery, and mausoleums for
the sultan and his wife, together with residences for students,
staff, and caretakers. The mosque is a most impressive struc-
ture, its central dome hovering over scores of smaller domes
that cascade to the ground. The edifice was decorated with
tiles, carved stonework, inlaid woodwork, stained glass win-
dow panels, pile rugs, and thousands of glass lamps."'

In addition, Siileyman commissioned Sinan to build a
medrese in memory of his father, Selim I, as well as mosques
and attached buildings to commemorate his sons, Mehmed
and Cihangir. His daughter Mihrimah employed the architect
as did his wife Hiirrem, who was in fact the first to hire him.
In 1538/1539 Sinan constructed for her a complex in the Ak-
saray district of Istanbul, and later he designed a large and
most remarkable bath, with separate units for men and
women, facing the At Meydani outside the Topkap: Palace.
Sinan was also commissioned by such dignitaries as the
grand vezirs Ibrahim, Ristem, and Sokollu Mehmed to build
for them similar compounds.

Stileyman sponsored a number of other building activities,
including waterworks and bridges in Istanbul and elsewhere;
constructed a complex in Damascus; restored the Dome of
the Rock in Jerusalem; and renovated and redecorated the
Kaaba in Mecca. He also endowed several religious and char-
itable institutions in Hiirrem’s name and assigned the income
from several towns and villages to maintain them.

The sultan was deeply involved with educational and artis-
tic activities of the state despite his heavy commitments to
administrative, judicial, military, and diplomatic tasks. He
personally supervised the curricula in the universities; he ex-
panded studies in mathematics and medicine, projecting the
need for future engineers and physicians. He scrutinized the
activities of the writers and artists, studying their works with
care. He is said to have read overnight Ali Celebi’s Hiimayun-
name (Book of kings), the Turkish translation of the classical
Arabic book on princely behavior; he carefully went over
some thirty thousand verses of his own biography, the Siiley-
manname (Book of Siileyman), which was written in Persian
verse. He took time to inspect the works of the artists and he
rewarded them.

The flourishing artistic activities in Istanbul created a need
for competent artists and craftsmen, and they came from all
corners of the empire to seek employment in the most glo-
rious of all capitals. Some joined the artisans’ guilds in the
city, while others were admitted into the Ehl-i Hiref (Com-
munity of the Talented), which was formally attached to the
Birun and included men of all trades, from calligraphers to
cobblers, whose duty it was to serve the palace.
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The Ehl-i Hiref was structured and administered in the
same manner as the other bureaus of the state. Its members
were the elite and by far the most influential, although there
existed a large number of other artists and craftsmen practic-
ing in the capital.'? Artists also resided in provincial centers,
some of which specialized in the production of particular
wares; for instance, Bursa was prolific in the manufacture of
textiles, Iznik supplied most of the state’s need for ceramics
and tiles, and Usak was the center of rug weaving. No doubt
artisans were employed in all the major cities of the empire
to supply local needs.

Since Ottoman art was highly centralized, the designs cre-
ated for the court soon spread all over the empire. These de-
signs originated from the nakkashane, which formulated the
decorative vocabulary of the age. The heterogeneous nature
of this society led to an extremely energetic artistic produc-
tion, its members experimenting with newly formulated
themes and concepts and showing a total open-mindedness
to innovative ideas. The artists reinterpreted existing themes
and created fresh approaches to surface decoration.

They revitalized the traditional floral scrolls with undulat-
ing branches bearing hatayi blossoms and buds or rumi
leaves. The hatayi blossom, which resembles a stylized lotus
rendered in profile, took its name from Hatay, meaning east-
ern or central Asia, where this motif was thought to have
originated. The word rumi, applied to a stylized split leaf, re-
ferred to Rum, that is, to the lands of the Eastern Roman
Empire, more specifically to Anatolia, where it was popularly
employed in Seljuk art. Both the hatayi and rumi, used in the
Islamic world since the thirteenth century, became a major
ingredient in Ottoman decoration. Other traditional motifs in-
cluded cloud bands with thin bands of scrolling cloud forma-
tions, also employed in other Islamic courts; and the cinte-
mani pattern, which consisted of a series of triple balls, often
accompanied with a pair of wavy lines, representing the spots
and stripes of leopard and tiger skins. Its origin and meaning
are not well-enough known, but the pattern had talismanic
implications and symbolized imperial power among the Turk-
ish tribes.

The two most innovative design concepts that evolved dur-
ing the reign of Siileyman were the saz style and the natural-
istic genre. The saz style, abstracted from drawings that re-
created an enchanted forest inhabited by mythical creatures,
was applied to scrolls with compound hatayis and long feath-
ery leaves impregnated with additional florals, twisting, turn-
ing, intersecting, and piercing one another in a turbulent
manner. The naturalistic genre, in contrast, represented
peaceful paradise gardens with a profusion of realistic flora,
depicting flowering fruit trees and bunches of roses, tulips,
carnations, hyacinths, and other spring flowers.

These three approaches to decorative arts were formulated
in the nakkashane and flourished in the mid-sixteenth cen-
tury. The traditional mode was eventually superseded by the



saz style, which together with the naturalistic genre came to
identify the court arts of Siileyman’s era. The naturalistic
genre, which had a more popular appeal than the esoteric saz
style, had a stronger impact on Turkish art and survived
much longer.

NOTES

1. The extent of the lands under direct control of the Ottomans at the death
of Siileyman is generally accepted as being 877,800 square miles, which in-
cluded 462,700 square miles in Asia, 224,100 square miles in Europe, and
191,000 square miles in Africa. In addition, the Ottomans controlled the trib-
utary states in Moldavia, Walachia, and Crimea with a total of some 350,000
square miles. Pitcher 1972, 134-135.

2. For a study of Stileyman’s legislation see Inalcik 1969.

3. Some sources give 27 April 1495 as the birth date of Stileyman. The ear-
lier date used here is accepted by most historians. There seems to be some
confusion about Hafsa’s origin as well. Some historians state that she was the
daughter of Mengili Giray Han, the ruler of the Crimean Tatars. Others men-
tion that Ayse, another wife of Selim I, was the Crimean princess and give as
Hafsa’s father a man named Abdiilmiimin or Abdiilhay, an unknown person,
suggesting that she was of slave origin.

4. This system was employed to a certain extent by a number of earlier Is-
lamic states, including the Abbasid caliphates and Mamluk sultanates.

5. For an architectural study of the palace see Eldem and Akozan 1982. The
fourth courtyard and a major portion of the Harem were built after Stiley-
man'’s reign.

6. Only a few of the original buildings of the first courtyard survive today.
They include the Cinili Kosk (Tiled Pavilion), built in 1472; the Alay Koski
(Procession Pavilion), completely refurbished in the nineteenth century; and
the sixth-century Byzantine church of Aya Irene, which was converted into
the imperial arsenal.

7. This chamber also housed the Mukaddes Emanetler (Sacred Trusts)—in-
cluding the mantle, bow, and standard of the Prophet Muhammed, the
swords of the first four caliphs, and the earliest Koran attributed to the third
orthodox caliph, Osman—brought back from Egypt by Selim I when he as-
sumed the caliphate and became the spiritual leader of Islam.

8. Very little is known about the sultan’s other offspring. Historians mention
Mahmud (1512-1521) and Murad (1519-1521) in addition to two un-
known daughters (one died in 1521) whose mothers were not recorded.

9. The letters of Busbecq, who was in the Ottoman court between 1554 and
1562, vividly describe his impressions of Istanbul, cities and towns on route
to Amasya, and meetings with the sultan. They are translated into English in
Forster 1968. Busbecq was accompanied by Melchior Lorichs, an artist who
executed various vistas of the capital and studies of Ottoman figures, includ-
ing portraits of Siileyman. See Fischer 1962 and Eyice 1970 for a study of his
works. The drawings and engravings of Lorichs were published several times.
Most of his works appear in Oberhummer 1902.

10. For the works of Sinan see Goodwin 1971, 196—284; Sézen 1975; Ku-
ran 1978; and Bates 1980, 102-123.

11. The list of artists and the expenses of the Siileymaniye Complex are pub-
lished in Barkan 1972-1979. See also Rogers 1982. The endowment is stud-
ied in Kirkgiioglu 1962. For the Korans commissioned for the mosque see
Appendix 2b.

12. Evliya Celebi listed hundreds of artisans and craftsmen working in the
city. See Danmigman 1969-1971, 2:207-334.
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The Nakkashane

he reign of Siilleyman was a most creative period in Otto-

man art, during which an indigenous decorative vocabu-
lary was established. Without doubt the phenomenal burst of
energy seen in the artistic production of the age owed much
to the efforts of the nakkagshane members who formulated
the themes and concepts that came to characterize Ottoman
decorative arts and set the standards for their high technical
and aesthetic achievements.

All the arts and crafts required by the state were under-
taken by the Ehl-i Hiref, which consisted of a number of soci-
eties that represented a variety of professions, including cal-
ligraphers, painters, bookbinders, goldsmiths, jewelers,
woodworkers, weavers, tailors, hatmakers, and boot makers,
as well as such unlikely occupations as surgeons and wres-
tlers. Each society was organized in similar fashion with a
chief, deputy chief, group of masters, and apprentices. The
members were paid daily wages by the state, which were
duly recorded in payroll registers drawn four times a year.'
Some projects required special personnel and expenditures,
which were also carefully registered in the ledgers.” Salaries
and advancement in rank followed a predetermined system,
but the artists were given additional raises and bonuses when
they performed exceptional tasks. Master artists presented
gifts to the sultan during bayram (religious holiday) celebra-
tions—and received in return cash bonuses as well as such
awards of honor as brocaded-satin or velvet kaftans (robes).

Since the courts in the provincial capitals followed the
same structure as that in Istanbul, they also retained a similar
group of artists and craftsmen. The Ehl-i Hiref in the sancaks
of the sehzades included the same mixture of professions.
Documents dating from Siilleyman'’s tenure as governor in
Kefe and Manisa indicate that he had a large staff of artists in
his court; they included hatmakers, furriers, halbard makers,
bow makers, goldsmiths, saddlers, and musicians.> There are
also notations in the registers that state some artists from the
Istanbul Ehl-i Hiref were transferred to other palaces, such as

Detail, 39a

those in Edirne or in the sancaks of the princes.

One of the groups in the Ehl-i Hiref was called the
Cemaat-i Nakkasan (Society of Painters) and comprised art-
ists whose duty was to decorate the manuscripts commis-
sioned for the imperial libraries. They produced tens of thou-
sands of books on religious, historical, literary, and scientific
subjects, the best of which were housed in the Hazine of the
palace, while others were distributed to various other depart-
ments or presented to the educational institutions of the en-
dowments. These artists also provided designs used by other
craftsmen, such as weavers, potters, stone carvers, and wall
painters. The term nakkas (plural nakkagan) was all-encom-
passing and was applied to men who created decorative
themes; they could apply their talents to the illumination of
manuscripts, at which time they were called miizehhib; or to
the illustration of texts, becoming ressam or musavvir, that is,
painters who represented figures and settings. It is surprising
that there was no term to distinguish paintings from draw-
ings, which were rendered with both bold and delicate
brushstrokes and shaded with washes and tints.

There were other men who practiced the art of painting in
addition to those employed in the nakkashane. Some be-
longed to the guilds of illuminators, decorators, and painters
in the capital and other major centers; others were individu-
als who indulged in this art form while involved with other
professions. Evliya Celebi, a famous traveler who wrote ex-
tensively about the life in the Ottoman world during the first
quarter of the seventeenth century, listed hundreds of artisans
and craftsmen in Istanbul, some of whom were illuminators
and painters.* He mentioned that there were one thousand
nakkas who worked in one hundred shops.’ Their main
headquarters was above the Arslanhane, a building that once
stood on the north side of the first courtyard of the Topkap:
Palace. The ressam guild was relatively small, with four shops
and forty members. There was also a group called falciyan
(fortune-tellers), who used paintings to predict the future.

Members of the central administration also tried their hand
at painting; several were extremely proficient and either illus-
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trated their own texts or collaborated with other writers. The
most renowned of these were Piri Reis, a naval captain, and
Nasuh, an official in the Enderun, both of whom helped to
establish the tradition of documentary painting with their
topographic illustrations and maritime atlases. This tradition
not only influenced the nakkashane’s future but became one
of the characteristic features of Ottoman art. Another talented
naval officer was Nigari, who became a major force in pro-
moting the indigenous art of portraiture.®

Although not all nakkashane documents from the reign of
Stleyman have survived, there exist six payroll registers
dated between 1526 and 1566 in addition to a number of
ledgers that record the gifts exchanged between the sultan
and the artists. The earliest payroll register of the nakkas-
hane, which is undated, lists forty-one members headed by
Sahkulu. Since it includes the same men as another register
dated 1526, it must have been drawn about the same time.
The 1526 document gives detailed information on the origins
of the artists and explains how and when they entered the
nakkashane, enabling us to reconstruct the history, the orga-
nizational structure, and the heterogeneous nature of the so-
ciety. Ten of the artists had come either from Iran or were
the sons of Iranian masters; in addition, there were two Cir-
cassians, an Albanian, and a Moldavian. Nine of the men had
registered during the reign of Bayezid II and thirteen had ar-
rived during the reign of Selim I.

The next register, drawn in 1545, shows that an internal
division took place, separating the fifty-nine-member society
into two corps: the Rumiyan and the Aceman. The former,
once again headed by Sahkulu, had forty-four men and in-
cluded four Bosnians, three Austrians, two Circassians, and
one each from Albania, Moldavia, and Rumelia. The latter
contained fifteen artists, of whom ten were from Tabriz and
one from Isfahan. It appears that the Aceman corps was ex-
clusively made up of artists from Iran while the Rumiyan in-
cluded all others.

The separation of the society into the same two corps con-
tinued in 1557 and 1558. Of the two documents bearing
these dates, one appears to be incomplete and lists only the
Rumiyan group, which had thirty-four members headed by
Mehmed Sah, who was recorded as having come from Tabriz
and was a member of the Aceman in 1545. His corps in-
cluded several Albanians, Bosnians, and Hungarians as well
as individuals from Austria, Circassia, Georgia, and Moldavia.

The second document with the same dates covers a twelve-
month period and lists thirty-nine members: twenty-six were
in the Rumiyan corps, headed by Kara Memi, and thirteen
were in the Aceman corps. The former included several Bos-
nians and one man each from Albania, Georgia, and Molda-
via; the latter, made up primarily of artists from Tabriz, also
had members from Hungary and Isfahan together with a man
of undetermined European origin, called Freng (Frank).

The document of 1566 shows the same two divisions and
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records thirty-seven men. The thirty-one-member Rumiyan
group was headed by Mehmed Sinan and contained six Bos-
nians and individuals from Albania, Georgia, Hungary, and
Moldavia. The Aceman included one European and four ar-
tists from Tabriz; among them was Mehmed Sah, who had
been the head of the Rumiyan corps in 1557/1558.

The next two registers, dated 1596, show a different struc-
ture: the 124 to 129 members were equally divided into mas-
ters and apprentices within a single corps. The director, called
the sernakkasan (head of the painters), was followed by the
kethiida (lieutenant) and the serbiliik (chief of the corps). Al-
most all of the members appear to be native artists, with the
exception of a few individuals whose names indicate they
were originally from Albania, Bosnia, Europe, and Georgia.

Information compiled from other sources indicates that the
first recorded chief of the nakkashane was Hasan b. Abdiil-
celil, also known as Hasan Celebi, who was listed as the ser-
nakkasan or nakkasbas: (head painter) in 1510 and held this
position through the 1540s.” Sahkulu, whose name was listed
first in the payroll register of 1526, became the serboliik of
the Rumiyan corps in 1545. Mehmed Sah emerged as the
serboliik of the same corps in 1557/1558; the nakkasbasi dur-
ing these years was Kara Memi. Kara Memi was replaced in
1566 by Mehmed Sinan, who was not previously recorded in
the registers.

The documents summarized above suggest that the nakkas-
hane was already established during the reign of Bayezid II
and supplemented by artists from Tabriz brought by Selim I.
Around the 1540s it was divided into two corps: the first,
called the Rumiyan, included mostly men from Anatolia and
the western provinces of the empire; the second, named the
Aceman, was primarily made up of Iranians. This separation,
which continued through the 1560s, was by no means exclu-
sive, as some westerners could work in the Aceman group
and certain Tabrizi artists, for instance Mehmed Sah, could be
assigned to the Rumiyan corps. The reason for separating the
painters into two divisions is not known.

The hierarchy within the nakkaghane as well as the wages
are not clear; for instance, Sahkulu’s salary in 1526 was
lower than that of a man who ranked below him but higher
than that of the nakkasbasi, Hasan b. Abdilcelil. It appears
that these registers recorded the retainer fees paid to the art-
ists, who were given additional wages or bonuses upon the
completion of special projects. For example, Kara Memi's
daily wage was 16.5 akges (silver coins) in 1545 and rose to
25.5 akges in 1557—-1558; however, he received an additional
6,000 akces for illuminating a Koran during these years.

The duties of a nakkas varied, and the term was applied to
both illustrators and illuminators. The training in the nakkas-
hane obviously prepared the men to undertake different proj-
ects, and they were given the opportunity to practice more
than one form of art.

Membership was drawn from all corners of the empire, al-



though from the 1520s to the 1560s it appears to have relied
heavily on masters from Tabriz or on their trainees. These art-
ists either emigrated to the Ottoman capital from Iran after
the fall of the Akkoyunlu state in 1501 or came as a part of
Selim I's booty after the 1514 conquest of Tabriz. Although it
is thought that Selim I transported a thousand artists, crafts-
men, scholars, and poets to the capital, the registers record
only thirteen men who entered the painting studio during his
reign. A related document lists sixteen painters and adds a
note stating that there were twenty-three others just as tal-
ented.® Of these sixteen names, eleven are mentioned in var-
ious documents and payroll registers. It is possible that the
others entered different societies of the Ehl-i Hiref or joined
the local guilds.

Artists listed as Tabrizi in the registers obviously included
painters from Herat who had been taken to Tabriz after the
fall of the Timurid Empire. Selim I also brought with him
Bedi liz-Zaman, the last Timurid sultan held captive by the
Safavids, and his retinue of court artists and scholars.” It
should be noted that Selim I must have also brought Syrian
and Egyptian artists to Istanbul after the defeat of the Mam-
luks in 1517. The last Mamluk court in Cairo had just begun
to sponsor major illustrated manuscripts, which appear to
have been produced by artists trained in the Akkoyunlu
schools of Tabriz and Shiraz."” Once in Istanbul they joined
their former colleagues and their individual styles became ab-
sorbed by the nakkashane.

Although the archival documents provide information on
the structure of the nakkashane and its membership, the
styles of the vast majority of the individuals and their contri-
bution to the development of Ottoman painting are not
known. Many painters cannot be identified with the existing
works since most of the manuscripts have no colophons and
the few that do record only the names of the calligraphers.
Many texts were illustrated by the combined efforts of several
artists, who either produced single paintings or collaborated
with colleagues; therefore their identity was lost within the
overall production. Even when the hands of individuals can
be determined in a series of illustrations, they still remain
anonymous.

There are, fortunately, four exceptions: Bayram b. Dervis,
Sahkulu, Kara Memi, and Osman, each of whom represents a
different tradition practiced in the court studio. Bayram,
known as the illuminator of a Koran (see 8), reveals a con-
servative and traditional mode. He was a highly competent
artist with great technical facility and probably was the best
in his league.

Sahkulu, on the other hand, was a revolutionary painter
and the creator of the saz style, which came to be identified
with the high court art of the age. He was a virtuoso of saz
drawings that represented a fantastic world filled with hatayis
and twisting leaves, frequently inhabited by ferocious sen-
murvs (fantastic birds resembling phoenixes), chilins (four-

legged mythical creatures), lions and dragons as well as
placid peris (angelic female spirits or fairies). Although at best
only two drawings datable to the 1540s and 1550s (see figs.
8 and 9) can be properly assigned to his hand, he was the
indisputable master of this sophisticated style, which reveals
mystic tendencies. The inherent symbolism of these works
must have been intellectually stimulating to Siilleyman, since
saz drawings were incorporated into albums compiled for
him; they reflect his personal taste as well as his interest in
mysticism, which is also evident in his own poetry. The floral
themes that evolved from drawings executed in this style be-
came the most distinct characteristics of Ottoman decorative
arts. Saz style drawings ceased to be produced after the end
of the sixteenth century although the decorative theme sur-
vived much longer, having an exuberant revival in the first
half of the 1700s.

Kara Memi, another exceptionally innovative artist, formu-
lated a totally different concept of decoration, the naturalistic
genre in which a profusion of spring flowers and trees joy-
fully re-create paradise gardens. The representation of such
flowers as roses, tulips, carnations, and hyacinths (which
symbolized sacred and profane love, abundance, or perpetu-
ity) in addition to blossoming fruit trees (called bahar, which
also means “’spring”’) and cypresses (symbols of the ascension
of the soul into heaven) reflects yet another mystical trend,
rendered in a different idiom. The elements of this genre,
more easily comprehended than the saz themes, immediately
spread to the other media and continued to be a significant
feature in Ottoman decorative arts for centuries to come.
Kara Memi, whose name is mentioned in two manuscripts
produced in the 1550s and the 1560s (see 14 and 26), estab-
lished this genre, which coexisted with the saz style of deco-
ration initiated by Sahkulu in the second quarter of the six-
teenth century.

Osman represents yet another revolutionary trend in the
nakkashane, that of illustrated histories. He was an excep-
tional artist who could portray the psychological interaction
between the protagonists while remaining true to the docu-
mentation of the events within their proper settings. He and
his assistants worked primarily with Lokman, the official
court biographer, producing hundreds of paintings that re-
created the lives and achievements of the sultans and re-
corded in detail their glorious campaigns, festive events, cere-
monial activities, and private lives (see 42 and 43). Osman,
who flourished between the 1560s and the 1590s, is not only
mentioned in the manuscripts of the period, but also por-
trayed in two of them. His style, which dominated the nakkas-
hane until the second quarter of the seventeenth century,
owed much to the anonymous master of the Siileymanname,
written by the court biographer Arifi (see 41), the first illus-
trated history in the Ottoman court that realistically docu-
mented the events, personages, and settings of the age."'

The term nakkashane appears to denote the society of
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Fig. 8. (above) Drawing after a dragon made by Sahkulu, first quarter
sixteenth century (istanbul, Topkap: Sarayr Miizesi, H. 2154, fol. 2a)

Fig. 9. (right) Flying peri attributed to Sahkulu, c. 1550 (Washington, Freer
Gallery of Art, 37.7)

painters rather than an actual building where all the artists
worked. There was, however, a nakkaghane building outside
the Topkapi Palace in the eighteenth century, as illustrated in
the Surname-i Vehbi (Festival book of Vehbi), dated around
1720.'? This painting shows a two-story structure situated on
the main road encircling the palace, presumably next to the
Alay Koskii, where the sultans viewed processions.

It is recorded that famous calligraphers such as Seyh Ham-
dullah were given quarters in the palace and that Siilleyman
himself liked watching Sahkulu work. The sultan also or-
dered the construction of a special building to be used by Ari-
fi’s calligraphers -and painters after reading and approving his
text.'> Lokman, the court historian who followed Arifi, men-
tions that the nakkaghane building was situated on the right
of the first courtyard of the palace, placing it approximately
in the same area as the one described by Evliya Celebi, who
states that the artists worked above the Arslanhane, a build-
ing long since destroyed. It is possible that the structure rep-
resented in the eighteenth-century manuscript replaced an
older one dating from Siileyman’s reign.

Since membership in the nakkashane reached well over
one hundred men at times, the structure was probably used
as the headquarters of the society with only a few resident
artists, the majority of the men sharing studios with fellow
painters, working at home, or, as mentioned by Evliya Gelebi,
in their own shops. The nakkashane building must have
functioned as a meeting place where the members discussed
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new projects, received their assignments, showed their drafts
to the nakkasbasi, and turned in their finished works to be
compiled into the volumes. Here they would have had access
to reference materials and consulted with the authors and
calligraphers.

As observed in the registers, there were a number of estab-
lished families in which the profession was passed from
father to son; there were as well many newcomers who ar-
rived from such distant lands as Bosnia and Georgia. The art-
ists represented different traditions and approaches to book
decoration, their heterogeneous backgrounds resulting in a
phenomenally energetic output.

The nakkashane members were assigned a variety of tasks,
including illuminating and illustrating diverse texts. They also
decorated the tugras (monograms) affixed to the sultan’s fer-
mans; embellished the vakfiyes (endowment documents) that
recorded the terms for religious, charitable, and social institu-
tions; worked on the illuminations of religious texts tran-
scribed by contemporary or past calligraphers; illustrated liter-
ary and historical texts composed by living authors as well as
by classical poets; produced single paintings and drawings;
and compiled albums for the imperial libraries. In addition
they executed designs that were used as cartoons and trans-
ferred to other techniques, such as wall paintings, metalwork,
textiles, rugs, tiles, and ceramic vessels.'*

The tugras (see 1-5), drawn by the tugrakes (executor of
tugras), were beautifully adorned with both the traditional



and the newly developed saz scrolls or the sprays of natural-
istic flowers. The same combination of decorative elements
appears in the illuminations of religious texts, including pil-
grimage documents and guides (see 22 and 23), which were
illustrated with topographic renderings of the monuments
and sites based on eyewitness accounts. The nakkashane also
refurbished the texts of the esteemed calligraphers of the past,
such as Yakut and Abdullah Sayrafi (see 13 and 14), carefully
preserving the scripts and pasting them on folios embellished
with contemporary decorative themes.

It is the paintings in the literary manuscripts produced be-
tween the 1520s and 1550s that best reflect the heteroge-
neous or eclectic nature of the nakkashane, revealing both lo-
cal and foreign influences. Although a number of works
show a conglomeration of several traditions, three styles of
painting can be identified. The first reveals the impact of the
late-fifteenth-century Timurid school of Herat, which appears
in unadulterated form in several volumes (see 31), while in
others it is blended with the style associated with the Akko-
yunlu court of Tabriz. Some of the paintings produced in the
Istanbul nakkashane are indistinguishable from those made in
the Safavid capital of Tabriz (see 32), since both relied heav-
ily on the Timurid and Akkoyunlu schools during their for-
mative years in the early decades of the sixteenth century.

The second style reflects a newly developed local tradition,
which was also influenced by the figure types and composi-
tional schemes established in Timurid Herat. Characterized by
a decorative approach and limited pictorial cycle, it domi-
nated the literary manuscripts until the 1550s (see 28 and
29). Its disappearance coincided with the rise of illustrated
histories, which overshadowed the production of literary texts
after the middle of the sixteenth century, showing a change
in taste and interest.

The third style, found in literary manuscripts, developed
from within the nakkashane. Inspired by the influx of out-
siders, it nevertheless retained its own identity and shows an
acute awareness of local figures and settings, incorporating
them into the scenes (see 33 and 34). This type of localiza-
tion can also be observed in the manuscripts produced in the
last Mamluk court in which classical texts were illustrated
with native ceremonial settings and architectural features.

One foreign tradition that seems to have been lost within
the nakkaghane is that of eastern Europe. According to the
payroll registers, there were a substantial number of Bosnians
and several Hungarians, Austrians, Moldavians, and Albani-
ans. Since the styles of painting practiced in these regions are
not well-known, the contributions of these artists are not as
clearly visible as those of the painters from Herat and Tabriz.
Ottoman painting was basically an extension of the Islamic
tradition, and European elements brought into the nakkas-
hane were soon obscured and absorbed. One could hypothe-
size that the illusionistic settings with fields and cities placed
in the background, the modeling and drapery used with some

of the figures, and certain features such as European types of
costumes, architecture, and sailing vessels, as well as the mar-
itime atlas and topographic genres, were developed by these
artists. On the other hand a number of these features existed
as early as the 1490s and many were formulated by non-nak-
kashane artists, such as Piri Reis, Nasuh, and Nigari.

The fusion of the tremendous energy of the imperial paint-
ing studio with the traditions practiced by its members and
outside artists resulted in the creation of the most characteris-
tic Ottoman genre, that of illustrated histories (see 37 and
41-43). This genre, which glorified the reign of the sultans,
can be observed in some manuscripts produced for other
Turkic dynasties, including the Timurids and the Mughals,
but its persistence through the centuries with such a volumi-
nous production was unique to the Ottoman Empire.

The two major ingredients of illustrated histories, docu-
mentation of the settings and portrayal of historical person-
ages, were definitely influenced by the paintings of three men
who worked outside the nakkashane. The topographic and
maritime scenes of Piri Reis (see 35 and 36) and Nasuh (see
38—-40) are not mere maps, but exquisitely rendered paint-
ings with great artistic merit. Inspired to some extent by con-
temporary European examples, their works established the
concept of depicting geographical and architectural settings. Ni-
gari’s interest in portraying the physical and at times even the
psychological characteristics of his subjects (figs. 10 and 11)
also influenced the nakkashane artists. Although Ottoman
portraiture was initiated during the reign of Mehmed II, who
invited such Italian artists as Gentile Bellini and Costanza da
Ferrara to his court, the impact of these Europeans was short-
lived and negligible."> Nigari’s portraits, on the other hand,
were the product of a new local tradition. The nakkashane
artists absorbed these elements and employed them in their
pictorial narratives of historical works, which became the ma-
jor preoccupation of the studio after the 1550s.

A second and equally significant indigenous tradition is
found in tinted drawings incorporated into albums. The evo-
lution of the Ottoman saz style is clearly observed in the rep-
resentations of elaborately intertwining flora, engulfing fan-
tastic creatures such as dragons and peris (see 45—49). The
blossoms and leaves abstracted from these drawings came to
characterize the decorative vocabulary of the age. The mysti-
cal and shamanistic concept of an enchanted forest inhabited
by spirits hidden among the rocks and trees was of central
Asian origin and frequently represented in fifteenth-century
drawings. It continued to be popular in the Timurid and
Akkoyunlu courts and was passed on to the Ottoman and
Safavid artists. The Ottomans, however, transformed it into a
unique theme, which was employed in such diverse tech-
niques as stone carving and weaving.

The decorative vocabulary of the nakkashane was ex-
tremely rich and diversified. In addition to the saz style the
artists employed both the traditional floral scrolls, rumis, and
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Fig. 10. Portrait of Sultan Siileyman by Nigari, c. 1560 (istanbul, Topkapt
Sarayr Miizesi, H. 2134/8)

cloud bands and the indigenous ¢intemani patterns, spiral
vines, and sprays of naturalistic flowers. The cintemani pat-
tern, using triple balls and double wavy lines alone or in
combination, was applied to a variety of media, including
textiles and ceramics. The spiral scroll, which evolved around
1520, was generally rendered in blue with delicate blossoms;
it was used in manuscript illuminations as well as in a group
of ceramics. The most original theme of the age was the na-
turalistic genre with clearly identifiable spring flowers.

The delight in representing a garden in perpetual bloom
made its appearance in the 1540s and soon spread to all the
decorative arts. The aristocratic saz style coexisted with the
joyous and colorful naturalistic genre, each representing a dif-
ferent approach to decoration and yet each in its own way
highly characteristic of Ottoman aesthetics.

The Ehl-i Hiref also included the Cemaat-i Katiban (Society
of Calligraphers), whose duties were to transcribe the texts.
These men, listed in payroll registers and other documents,
were scribes who worked alone or in groups, churning out
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Fig. 11. Portrait of Sultan Selim II by Nigari, c. 1570 (Istanbul, Topkapi
Sarayl Mizesi, H. 2134/3)

one volume after another. Very little is known about most of
them; though several recorded their names in the colophons
of a few manuscripts, they are identified only by these exam-
ples. On the other hand, the lives and works of certain cele-
brated master calligraphers, such as Seyh Hamdullah and
Ahmed Karahisari, are well documented. These artists were
not members of the katiban society, but held a special status
in the court; they were highly respected for their art, which
was primarily devoted to copying the Koran.

Ottoman calligraphers practiced the traditional Arabic
scripts established by the great Yakut in the thirteenth cen-
tury as well as the Persian types, and in addition they devel-
oped their own individual styles. Yakut's aklam-: sitte (six
scripts that included siiliis, nesih, muhakkak, reyhani, tevkii,
and rikaa) was revolutionized by Seyh Hamdullah and
Ahmed Karahisari, both of whom established their own
schools of writing. Hamdullah was renowned for his impec-
cable nesih (see 7); Karahisari came to be known for his celi,
a large script employed in architectural inscriptions (fig. 12),



and for his miiselsel, a style of writing in which the letters are
joined together (see 9—11). Hamdullah used nesih in his Ko-
rans while Karahisari employed several styles, contrasting the
larger scripts with the smaller ones.

The katiban also employed the Persian styles of divani, nas-
talik, (which they called talik), and siyakat. Divani, applied to
transcribing fermans, soon developed into a characteristic Ot-
toman style. Talik was generally used in literary texts and at
times rendered in kaat:, that is, in découpage with the letters
cut out of colored papers and pasted on folios tinted with
contrasting tones (see 18 and 30). Siyakat, reserved for archi-
val documents, came to be an Ottoman code or shorthand,
today decipherable only by specialists. The calligraphers also
wrote in gubari, a minuscule script generally used in the tiny
volumes called sancak Korans, which were suspended from
banners (see 17 and 21).

Although the names of over a hundred katiban are
known,'® only a handful can be identified with actual works.
These include Abdullah b. ilyas and Mehmed Tahir, who
transcribed Korans in nesih and gubari; Abdiilhayf Ali and
Mehmed b. Gazanfer, who practised kaati; and Pir Ahmed b.
Iskender, Sahsuvar Selimi, and Mehmed Serif, the talik mas-
ters who worked on literary texts and the collected poems of
Selim I and Stileyman. One should add to this list Nasuh,
who not only illustrated his own texts but also transcribed
them in a fairly good nesih.

The payroll registers and other documents pertaining to the
Ehl-i Hiref also list the members of the Cemaat-i Miicellidan
(Society of Bookbinders).'” A remarkable family headed by
the patriarch Ahmed, who was recorded as being an imperial
master at the time of his death in 1518, dominated the soci-
ety of the bookbinders for over a century. Ahmed’s four sons,
Mustafa, Hasan, Hiseyin, and Mehmed, are listed in the reg-
isters dated between 1526 and 1566; Mehmed b. Ahmed was
the head of the society between 1545 and 1566 and his de-
scendants continued the tradition well into the second quar-
ter of the seventeenth century. Another master bookbinder,
Hiirrem-i Rum, was employed between 1545 and 1596; his
son also worked in the imperial society. A third master,
Ahmed Kamil, active between 1545 and 1558, was also fol-
lowed by sons. As with those of the painters, the works of
the bookbinders remain anonymous, although the most spec-
tacular examples must have been produced by Mehmed b.
Ahmed, who was the head of the society for over two
decades.

The bookbinders, whose society constituted eight to twelve
men between 1526 and 1566, were considerably more fam-
ily-oriented and homogeneous than the nakkasan, with only
one Bosnian, Austrian, or Circassian enrolled at a time. Most
of their works follow the traditional Islamic format with
stamped and gilded leather exteriors and filigree interiors.
Some of these are exquisitely decorated and display superb
technique, in which the field is deeply recessed and the mo-

tifs rendered in considerable relief. The best examples, made
for the Korans of Karahisari and for the collected poems and
illustrated histories of the sultan (see 27), were obviously by
the hand of the chief bookbinder, Mehmed b. Ahmed.

There are also lacquered bookbindings that must have been
painted by nakkashane artists (see 18a and 33b). Some are dec-
orated with the same themes used in manuscript illumina-
tions, while others show pictorial scenes related to the illus-
trations in literary texts.'® At times the lacquer was applied to
both the exterior and interior surfaces; at others it was used
only on the doublures. An interesting collaboration between
the two societies appears in several examples, which have
stamped and gilded areas set apart by lacquered fields.

The decorative themes and techniques of early sixteenth-
century Ottoman bindings are extremely close to those pro-
duced in Herat and Tabriz, reflecting the conservatism of the
tradition. Examples dating after 1530 can generally be distin-
guished by their saz scrolls, naturalistic blossoms, and ¢inte-
mani patterns.

Some bookbindings were made of precious materials, fre-
quently employing jade plaques inlaid with gold and en-
crusted with such stones as emeralds and rubies (see 9, 20,
and 21). Produced by the Cemaat-i Zergeran (Society of
Goldsmiths) in collaboration with the Cemaat-i Hakkakin
(Society of Gemstone Carvers), these are truly dazzling and
were made exclusively for Korans, with one exception: the
binding of the Divan-1 Muradi, the collected poems of Murad
111, which is inscribed with the name of the maker, Mehmed,
and dated 1588." The tradition of precious materials used in
the court will be discussed in the next chapter.

The chronological sequence and the stylistic development
of these jeweled Koran bindings cannot be properly deter-
mined since they are not dated and the majority are sepa-

Fig. 12. Circular panel from the Siileymaniye Mosque, composed by Ahmed
Karahisari, c. 1557
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rated from their manuscripts. The few that still retain their
original texts have no colophons, with the exception of the
rare hexagonal example that encloses a sancak Koran tran-
scribed in 1570/1571 (see 21). This Koran provides the key
for dating not only the jeweled gold and jade bindings, but
also those containers and vessels that employ the same mate-
rials and techniques.

The experimentation that took place during the age of Si-
leyman is clearly evident in a unique tortoiseshell binding
made for an imperial album (see 49). Employing the tech-
nique and materials applied to later furnishings and to such
architectural components as doors and shutters, it proves that
the tradition of using thin plaques of tortoiseshell underlaid
with gold leaf was established in the 1560s.

Tugras, Fermans, and Vakfiyes

The most outstanding symbol of the Ottoman sultan’s author-
ity was his imperial tugra, which was affixed to all official
documents, including fermans, vakfiyes, and correspondence;
it was also carved on his seals and stamped on the coins
minted during his reign. Each sultan chose his personal tugra
immediately after his accession and used the same format
throughout his life.

Since the word tugra is of Oguz Turkish origin, it is
thought that the tradition of validating documents with the
ruler’s name or signature was practiced as early as the ninth
or tenth century, and passed on to later Turkish dynasties, in-
cluding the Seljuks and the Mamluks. Although the use of a
tugra was an ancient practice, the type devised by the Otto-
mans was unique and remained unchanged for some six
hundred years.

The Ottoman tugra (fig. 13) has four basic components: the
sere, the lower portion with stacked letters bearing the name
of the owner; the tug, three vertical projections at the top
joined by S-shaped strokes; the beyze, two concentric circular
extensions on the left, the inner one called kii¢iik (small)
beyze and the outer biiyiik (large) beyze; and the kol, a
curved stroke extending from the sere into the beyze. With
the exception of two strokes added to balance the tug, all
four components were integral parts of the name, composed
of letters rendered in a highly elaborate and decorative
manner.

The earliest Ottoman tugra belongs to Sultan Orhan and is
dated 1324, the first year of his reign. The sere reads ‘“Orhan
bin Osman”’; the tug and the beyze had not yet evolved. In
the tugras of the ensuing sultans the title Han was added as
well as the phrase ‘““el-muzaffer daima’ (the eternally victo-
rious), which led to the development of the tug, beyze, and
kol. The most harmonious use of the basic components ap-
pear in the tugras of Siileyman (fig. 14), which read ‘“Siley-
mansah bin Selimsah Han el-muzaffer daima.” It is this for-
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Fig. 13. The components of the Ottoman tugra

mat, with obvious changes in the sere to accommodate the
name of each new sultan, that became the prototype for fu-
ture Ottoman tugras.

It has been pointed out that the word sah following both
Stileyman and Selim was not a title but part of their names.
Selim I's tugras as sehzade and sultan read ‘‘Selimsah,”
which appears to be his complete name, similar to those of
his brothers, Sahingah and Alemsah. The tugras of Siiley-
man’s sons, Bayezid and Mehmed, give the name of their
father as ““Siileymansah.” Selim II, however, used only “‘Se-
lim” on his tugras as a sehzade, but employed ‘‘Selimgah”’
after he became sultan, most likely to conform the wording
with that of his father. The word sak denoting a title appears
in the tugra of Murad III, which reads ‘“Sah Murad bin Se-
limsah. . . .””?° This word, both as a title and as part of the
name, disappears from the tugras after Murad III.

In the Ottoman court it was the nigsanci, the chancellor in
the Divan-1 Hiimayun, who was responsible for affixing the
sultan’s tugra on documents. After the contents of the docu-
ments were checked and approved, they were given to the
nisanci, who centered the tugra at the top. In later periods he
was assisted by a tugrakes who was chosen for his expertise
in rendering the complicated letters.

Tugras were also used by sehzades assigned to sancaks;
they had their own nisancis in their courts, and many re-
tained the same format after ascending the throne. The tugras
of Siilleyman drawn when he served as governor in the 1510s
are identical to those he used after he became sultan.”! The
same consistency appears in the tugras of his father and his
son, Selim I and Selim II.>* A related type was used by the
seyhiilislams, grand vezirs, vezirs, and governors when vali-
dating their documents. These signatures are similar to those
used by the sultans and sehzades, except that they are gener-

Fig. 14. The reading of Sultan Siilleyman’s tugra
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ally placed sideways on the documents and frequently have a
single beyze.

The Ottoman tugra was used as the coat of arms of the dy-
nasty after the eighteenth century and was employed on such
official items as postage stamps, flags, ships, and government
buildings. The format of the tugra was also later applied to
writing Koranic verses, prayers, and names of individuals.

The tugras of Siileyman are of two different types. The first
is the simple tugra; rendered in gold or black, it appears on
the majority of his official correspondence and fermans. The
execution of simple tugras is utilitarian at best, indicating that
these were drawn by the nisanci himself. Although not all
the persons who held that post during Siileyman’s long reign
are known, one individual, Celalzade Mustafa Pasa, called
Koca (Great) Nisanci, is documented. This official, renowned
for his histories of Selim I and Siileyman, served first on the
staff of the grand vezir Ibrahim Pasa. He later became the
head of the secretaries in the Divan-1 Hiimayun and was ap-
pointed nisanci in 1534/1535; he retired in 1556/1557; he
was reappointed in 1566 and died a year later.

The nisancis were chosen for their knowledge of the seriat
and kanuns and for their experience in writing and codifying
laws. It was not mandatory for them to be expert calligra-
phers, as can be observed in the majority of Siileyman’s tug-
ras, which are drawn accurately but simply.

The second type of tugra is expertly rendered and deco-
rated, revealing the hand of a master tugrakes who was as-
sited by an illuminator. There are scores of these illuminated
versions that appear at the top of fermans transcribed in di-
vani script, frequently written in gold, blue, and black. The
format of the tugras is consistent, with the same proportions
used for the sere, tug, beyze, and kol; the letters are rendered
in blue and outlined in gold; and the interstices between the
letters are decorated with a profusion of naturalistic flora and
scrolls composed of rumis, hatayis, and cloud bands fre-
quently overlaid by additional floral motifs. Each unit bears a
different design; some are on a plain ground, while others are
placed on a gold ground. Blue and gold dominate, with
touches of red usually applied to the blossoms and buds. The
illuminators took advantage of the spacious biiyiik beyze and
filled it with several different types of scrolls that float above
one another, interact, and create a vibrant three-dimensional
composition.

[luminated tugras from Stileyman’s reign are very impor-
tant in determining the development of the artistic vocabulary
of the age. Even though a number of examples, particularly
those in American and European collections, have been sepa-
rated from the fermans, those in Turkish collections are dat-
able and thus help to provide a chronological sequence of
decorative motifs. It is perhaps not surprising that the major-
ity of these illuminated tugras were affixed to documents that
validated endowments of land and property for charitable
foundations established by the royal family.
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There also exist rare oversize tugras that reveal consum-
mate integration between the efforts of the tugrakes and the
illuminator. The earliest example belongs to Stleyman and
was rendered in dark blue outlined with gold on polished pa-
per (1). Its majestic format (158 by 240 centimeters, or more
than 62 by 94 inches), harmonious interplay of vertical and
horizontal components, and diversity of decorative motifs that
fill the voids between the strokes indicate that a master tug-
rakes drew the tugra and a talented artist was assigned to
decorate it. The piece was most likely produced in 1550,
shortly after the appearance of the naturalistic genre.

Each unit of the tugra contains an independent design, its
colors contrasting with and accentuating those in the adjacent
zones. The decoration alternates between stylized and natu-
ralistic themes that are repeated, thus creating a flowing
movement. The overall composition recalls a musical score,
visually recalling the rhythm and harmony of a fugue.

The sere, where the sultan’s name is written, is decorated
with rumi scrolls, blossoming fruit trees, and clusters of tu-
lips, carnations, hyacinths, and roses. The tug contains natu-
ralistic flowers and trees, stylized floral and rumi scrolls, and
cartouches composed of leaves overlaid by blossoms. The bii-
ylk beyze reveals a most refined design with three superim-
posed scrolls showing a profusion of hatayi blossoms and
buds, cloud bands, rumis, and leaves; the kiiciik beyze has
two superimposed scrolls accented by rumi cartouches.

This spectacular example belongs to a limited series of
oversize tugras executed for Siilleyman, Murad III, and
Ahmed I, the latter signed by Hasan Pasa.?”’ The reason for
the production of these majestic tugras is yet to be properly
understood. It has been suggested that they were made to
commemorate a specific event, but this is dubious since there
is no reference to such an occasion on the panels. Another
suggestion was that they hung in the Divan-1 Himayun
chambers, but this too is not convincing. What is possible,
however, is that they hung in the chamber where the nisana
or the tugrakes worked, providing them with proper models.

One of the earliest illuminated tugras of Siileyman (2) is
unfortunately undated, for the end of the document has been
lost; its stylistic features, however, suggest that it was pro-
duced in the 1530s.?* This example, drawn in blue with gold
outlines, has spiral scrolls with blue flowers in the kiigiikk
beyze; a scroll with gold rumis and blossoms, accentuated by
three blue cartouches filled with cloud bands, appears in the
biiylik beyze. Enclosing it is a triangular formation composed
of spiral scrolls sprinkled with cloud bands. The design of the
scrolls is identical to that employed on a group of blue-and-
turquoise painted ceramics popularly called Golden Horn
ware, since several pieces were found on the site of the
Golden Horn (Halig) in Istanbul (see 178 and 179). This
ware, thought to have been inspired by the decorative themes
used on Siileyman’s tugras, is dated to the second quarter of
the sixteenth century.



1. Illuminated tugra of Sultan Siileyman, c. 1550 (Istanbul, Topkap: Saray:
Miizesi, G.Y. 1400)

The document, which is written in a scroll format like all
Ottoman fermans, is devoted to the allocation of lands under
the sancak of Vize in Thrace; it is transcribed in divani, the
traditional script for imperial edicts. The first line, which is
found in all Ottoman tugras and generally rendered in gold,
begins with the marks called nisan-i serife alisan (reading from
right to left, it consists of a single dot, three dots forming a
triangle, and a vertical stroke) and contains the formulaic met-
hiye, which praises the sultan and concludes with the words
“it is his order that.” In this example the first line was ren-
dered in blue whereas the text was written in black and gold;
the letters were sprinkled with gold. The practice of sprin-
kling gold dust on texts while the ink was still wet was par-

ticularly favored in illuminated official documents.

The scroll that encloses the tugra and creates a triangular
formation is an unusual feature for Siileyman’s reign. The il-
luminations of the tugras of his predecessor and immediate
followers are limited to the areas between the letters and do
not enclose the entire piece. Finials extending from the tug
and arms of the beyze began to appear in the seventeenth
century and became more and more elaborate until they to-
tally engulfed the tugra. The overly-decorated examples coex-
isted with the simple calligraphic types and those that re-
stricted the illumination to the parts of the tugra itself.

The illuminated tugra that characterizes the age of Siiley-
man was firmly established in the 1550s. There are numerous
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2. lluminated tugra of Sultan Siileyman from a ferman, ¢. 1530-1540
(Istanbul, Tark ve Islam Eserleri Miizesi, 2238)

examples of this type in Turkish, European, and American
collections. Although each example shows minor variations
in the choice of designs filling the areas between the letters,
there is a considerable amount of standardization in the se-
lection and placement of the decorative themes.

The most beautifully illuminated tugras are found on a se-
ries of eleven fermans in the archives of the Topkap: Palace.”
Dated between 1550 and 1555, they contain allocations of
property to support Hiirrem Sultan’s endowment in Jerusa-
lem. Belonging to a type of document called miilkname (prop-
erty deed), they list the names of villages and orchards in Je-
rusalem, Gaza, Ramla, and Tripoli whose rents and other
revenues were assigned to the imaret endowed by Hiirrem
Sultan. In these documents she is called “‘the mother of Seh-
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3. Hluminated tugra of Sultan Sileyman from a ferman dated 1552
(Istanbul, Topkapt Sarayr Miizesi, E. 7816:2)

zade Selim,” who was her oldest living son at the time and
the heir presumptive. These fermans issued by Siileyman for
his wife’s endowments contain his most elaborate tugras.
Possibly the most refined example in the series is the tugra
(3) on the document dated 1552. It is also decorated with the
characteristic themes found on the examples illuminated after
the 1550s. The letters are drawn in blue and outlined in gold;
gold is also used in the background of the sere, the three al-
ternating semicircular units in the tug, the triangular area
with four compartments joining the tug with the beyze, and
in the long arms on the right. The biiyiik beyze is filled with
two superimposed spiral scrolls, one bearing blue blossoms
and the other gold hatayis and leaves overlaid with sprays of
flowers. The latter exemplifies the saz style of decoration with
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4. Illuminated tugra of Sultan Sileyman, ¢. 1555-1560 (New York, The
Metropolitan Muscum of Art, 38.149.1)

elaborate compound blossoms and twisting feathery leaves
embellished with floral motifs intersecting and overlapping
one another.

The lower half of the kiiciik beyze contains a braid com-
posed of black and gold rumis with red or blue triple dots
sprinkled in the interstices. The upper half of the same sec-
tion reveals six bunches of blue, red, and yellow carnations,
tulips, hatayis, and other blossoms growing from clusters of
leaves. The gold units of the tug have either floral scrolls or
sprays of blossoms; one bears cloud bands flanking a flower.
The remaining compartments of the tug are embellished with
red carnations, blue blossoms, and cloud bands. Cloud bands
also fill the arm extending to the right.

The designs and themes filling the three units of the

beyze—combining spiral scrolls, braids, and floral sprays ren-
dered in the saz style, traditional mode, and naturalistic
genre—were employed in many of the tugras made for Siiley-
man as well as for his followers. Gold applied to the back-
ground for the sere and to alternating units of the tug also
reappears in imperial tugras until the middle of the seven-
teenth century.*®

The standard established by the tugra on the document
dated 1552 enables us to date similar examples removed from
the fermans, including the one in the Metropolitan Museum
of Art (4), which must have been produced in the late 1550s.
The biiyiik beyze here has a more intricate design, its super-
imposed blue and gold scrolls painted with ultimate refine-
ment. The blue scroll contains hatayis with tiny red buds en-
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5. Illuminated tugra of Sultan Selim 1I from a ferman, dated 1569 (istanbul,
Tirk ve Islam Eserleri Miizesi, 4125)

closed by green leaves growing at their tips. The gold scroll,
one of the best renditions of the saz style, is composed of ha-
tayis also sprouting buds and leaves intermingled with large
feathery leaves overlaid with sprays of pink and blue flowers.
The lower half of the kiiciik beyze has a more complex de-
sign, a double scroll of gold and black rumis interspersed
with blue cloud bands with touches of pink. The upper por-
tion contains four sprays of blue and red carnations with gold
leaves and stems.

The tug employs gold in the two upper and three lower
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semicircular units as well as on the same triangular section
with four compartments found in the 1552 tugra. These areas
are filled with floral scrolls and blossoming fruit trees painted
in pink, red, blue, and green. The remaining portions have
either red and blue floral motifs, or triple gold dots overlaid
with blue rumis, similar to the design used in the beyze. The
long arm on the right contains black and blue cloud bands.

The format and decoration of Siileyman’s imperial tugras
were copied in those made for his son and heir, Selim II. One
of the outstanding examples from Selim’s reign (5) appears
on a miilkname that assigns the income from several districts
in Thrace to a village in the same region. The document
drawn in 1569 in Istanbul is written in gold, blue, and black
on polished and gold-speckled paper. Its tugra has a sere sim-
ilar to the ones described earlier except here it is further en-
hanced by triple red dots. The biiylik beyze with blue and
gold spiral scrolls accentuated with red, and the upper por-
tion of the kiiciik beyze with naturalistic red and blue carna-
tions, also follow the decoration of Siilleyman’s tugras. Al-
though the lower portion of the kiigiik beyze is filled with a
similar rumi braid, the motifs in this example are painted
blue, red, and gold. The tug section shows a further variation:
gold is used as the background in the three upper and three
middle semicircular units as well as in the lower triangular
compartments, which are filled with black and red cloud
bands with an occasional blossom. The remaining areas re-
veal sprays of blue hatayis with red carnations that project
from the voids above the tug. This type of projection was also
seen in at least one tugra dating from the 1550s and became
more popular in the ensuing years.

Unfortunately the artists who executed the tugras on these
fermans cannot be identified. There is no record of a tugrakes
who worked during Siileyman’s reign and the nakkashane
documents do not offer clues on the painters who might have
illuminated them. Since the same impeccable technique and
combination of stylized and naturalistic motifs are found in
illuminated manuscripts signed by Kara Memi (see 14 and
26), this artist must have worked on a number of tugras dat-
ing between the 1540s and 1560s, including the oversize
demonstration piece. Kara Memi, who originated the natural-
istic genre with delicate sprays of tulips and carnations, estab-
lished a prototype for future illuminators of tugras and possi-
bly even supervised an atelier in which other men were
trained to follow in his steps.

Kara Memi’s distinctive style appears on several other doc-
uments, including a bound volume that contains the deed of
endowment pertaining to the architectural complex commis-
sioned by Hiirrem Sultan in the Aksaray district of Istanbul.
The deed was established to support the mosque, imaret, and
medrese built for her by Sinan in 1538/1539. The Vakfiye of
Hurrem Sultan was prepared in 1540, signed in the presence
of witnesses, and validated by Siileyman’s tugra. The volume
opens with an illuminated double serlevha (title page) in
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6. Illuminated serlevha from the Vakfiye of Hirrem Sultan transcribed in
1540 (Istanbul, Tiirk ve Islam Eserleri Mizesi, 2191, fols. 1b—2a)

which areas painted in gold and blue, each overlaid with po-
lychrome blossoms and rumis, are delicately balanced (6).
Blue spiral scrolls with hatayi blossoms appear behind the
gold text, repeating the design found on the tugras of the sul-
tan. Blue hatayis accompanied by red carnations are also
used on the finials.

The text states that the vakif (endowment) is to be sup-
ported by revenue obtained from lands assigned to Hiirrem
Sultan and lists in detail the salaries of the staff, outlines their

duties and responsibilities, specifies the types of meals to be
distributed, assigns the Babtissaade Agasi (chief official in
charge of the Enderun) as the overseer of the vakif, and
names the trustee.”” The vakfiye was prepared with great care
and foresight, making sure that the activities of the complex
were properly and judiciously handled for centuries to come.
It is typical of scores of documents issued by Siileyman to
protect and maintain the religious, charitable, and social insti-
tutions established in the endowments.
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Religious Manuscripts

Similar to other Islamic societies, the Ottomans regarded cal-
ligraphy as the noblest of all the arts. To copy the Koran was
considered an act of piety and devotion, and the persons who
performed this task with the highest degree of perfection be-
came the most celebrated artists, respected and honored by
sultans. Throughout Islamic history the veneration of the holy
book led to the development of both calligraphy and illumi-
nation, which also benefited the production of secular manu-
scripts, setting high standards for the aesthetics and connois-
seurship of the art of the book.

In the Ottoman world the development of calligraphy was
particularly energetic, each new generation of artists master-
ing and perfecting the older traditions and periodically revi-
talizing and revolutionizing the established styles. Calligra-
phers continued to surpass their predecessors and reach new
heights until well into the nineteenth century.

The men who practiced calligraphy belonged to several dif-
ferent groups. First there were the salaried copyists, the kati-
ban, who were either a part of the Ehl-i Hiref and worked in
the capital or provincial courts or belonged to the staff of ad-
ministrators. These men were prolific, turning out one manu-
script after another, copying them alone or with their associ-
ates. The majority of the manuscripts, particularly the
illustrated ones, were the products of these copyists, most of
whom were not named in them or in the biographical dic-
tionaries of the artists.

The second group of calligraphers practiced this form of art
for personal pleasure and included sultans, sehzades, grand
vezirs, seyhiilislams, and other officials. Some of them ex-
celled in their hobbies and became highly respected calligra-
phers, including Bayezid II and his son Korkud, both of
whom were trained by Seyh Hamdullah.

The third group constituted the great masters, men who
taught and practiced calligraphy as an act of devotion. These
men were not salaried, but generously rewarded for their ser-
vices by the sultans and received ample stipends and bene-
fits.”® Two of the most renowned master calligraphers in his-
tory, Seyh Hamdullah and Ahmed Karahisari, worked in the
sixteenth century, each a revolutionary artist with a markedly
different style.

Seyh Hamdullah, born in Amasya in 1429(?), was the son
of a seyh (spiritual leader) of the Siihreverdi order of der-
vishes, Mustafa Dede, who had come from Bukhara. Ham-
dullah studied calligraphy with Hayreddin Marasi, a student
of Abdullah Sayrafi, himself a student of the celebrated Yakut
el-Mustasimi, who had established the canonical forms for
the six styles of Arabic script. Similar to other Ottoman callig-
raphers, Hamdullah practiced all six styles, but it was for his
siiliis and nesih that he came to be renowned.

He tutored Bayezid II while the latter was serving as gover-
nor in Amasya. Upon ascending the throne in 1481, Bayezid

44

invited his teacher to Istanbul and assigned him a studio in
the palace. According to tradition, Bayezid so greatly admired
the calligrapher that he used to sit long hours holding his ink-
well and watching him work. During the course of one such
session the sultan asked him whether Yakut's six styles could
be improved. Hamdullah disappeared for forty days and
when he returned to the palace he had totally revolutionized
Yakut’s scripts, establishing his own school of writing.

A legend in his own lifetime, Hamdullah is thought to have
written close to fifty Korans and hundreds of volumes con-
taining collections of prayers, selections from the Koran, and
calligraphic verses and exercises. In addition, he composed
the inscriptions on the entrance portal and the mihrab of the
Mosque of Sultan Bayezid II, those over the entrance in the
mosques of Davut Pasa and Firuz Aga, and that on the Edir-
nekapi, one of the main gates of the capital. He was also a
great swimmer, archer, and hunter: he swam across the
treacherous Bosporus from Saray Burnu to Uskiidar; he was
made the leader of the archers at Ok Meydani, which earned
him the title Seyk; and he was an expert in hawking. A man
of many talents, Hamdullah was also a tailor and is said to
have made a kaftan for Bayezid II.

When Bayezid II was overthrown by his son Selim in
1512, Hamdullah was extremely disillusioned and retired to
his estate at Alemdag in Uskiidar. After Siileyman ascended
the throne he invited Hamdullah back to the palace and
asked him to write a Koran. Hamdullah declined, saying he
was too old, and suggested that one of his students undertake
the task. The calligrapher, who was more than ninety years
old at the time, died two months later. He trained many stu-
dents and inspired followers who immortalized his style for
centuries to come. Hamdullah’s family produced a dozen cal-
ligraphers, each carrying the tradition of the great master.

Hamdullah’s mature style is observed in a Koran trans-
cribed in Istanbul in 1495/1496. Although it bears no dedica-
tion, the manuscript, which is of exceptional quality, must
have been produced for Bayezid II. The volume follows a tra-
ditional format with an illuminated double frontispiece pre-
ceding an illuminated double serlevha that contains the first
verses. The illuminations are extremely refined, using three
different tones of gold, and light and dark shades of red, blue,
and green. The decorative repertoire is characteristic for the
period and includes rumis, cloud bands, floral scrolls, and
sprays of blossoms. The text, written in fourteen lines of ne-
sih per page, is embellished with illuminated chapter head-
ings, marginal ornaments, and verse stops (7). The chapter
headings are conceived as long and narrow panels enclosing
oval cartouches with the titles written in white ink. Each
heading employs a different color scheme and composition,
and contrasts the design in oval cartouches with the corner
spandrels of the panels.

Hamdullah’s nesih in this work indeed befits his reputa-
tion. His calligraphy shows extreme control and exactitude as



well as an effortless and gentle flow. The elongation and ex-
aggeration of certain letters help to create a rhythmic pattern
that enhances the movement of the script. The work of such
a master calligrapher required the assistance of the most
highly qualified illuminator of the court. Although this artist
is anonymous, he must have been well regarded to be called
upon to decorate a volume of the great Seyh Hamdullah.

Among manuscripts produced during the early years of Siiley-
man’s reign is a unique Koran that provides not only the date
and the name of the calligrapher but also identifies the illu-
minator, who is listed in the payroll registers.”” This Koran,
dedicated to Siileyman, was transcribed in 1523/1524 by Ab-
dullah b. Ilyas and decorated by Bayram b. Dervis Sir, who is
called ‘“nakkas.” The calligrapher, whose name is found only
in this work, appears to have been a follower of the Seyh
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7. Illuminated folios from a Koran transcribed by Seyh Hamdullah in 1495/
1496 (Istanbul, Topkap: Saray1 Miizesi, E.H. 72, fols. 327b—328a)

Hamdullah school and his nesih script is closely related to the
style established by the master.

Bayram, the illuminator, is recorded in the register of 1526
as having entered the nakkashane during the reign of Bayezid
II; the same document states that his sons Ali and Mehmed
were also working in the studio, the latter having joined in
1499. Bayram must have been a fairly well-established mas-
ter in the 1520s. A later document states that Bayram died
on 5 November 1558, at which time he must have been close
to ninety years old.

Similar to Hamdullah’s Koran, this manuscript contains an
illuminated double frontispiece and an illuminated double
serlevha with the opening verses. The decoration of the fron-
tispiece is dazzling, employing several tones of gold high-
lighted by deep blue and touches of polychrome pigments
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8. Frontispiece from a Koran illuminated by Bayram b. Dervig in 1523/1524

and dedicated to Sultan Siileyman (istanbul, Topkapi Sarayr Miizesi, E.H. 58,

fols. 1b-2a)

(8). A wide frame with reciprocal arches, accented by oval
medallions, encloses the central field, which contains a geo-
metric pattern composed of eight-pointed stars interspersed
with crosses. Both the frame and central field are decorated
with layered rumi and hatayi scrolls, which create a fine
mesh over the entire surface.

Bayram'’s illuminations reveal a conservative style, employ-
ing traditional compositions and decorative elements. Pro-
duced at the height of his career, they also reflect a refined
and restrained execution. The illuminator must have worked
on a number of other manuscripts, possibly even on the Ko-
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ran transcribed by Hamdullah discussed above.

The 1523/1524 Koran, dedicated to Siileyman a few years
after his accession, was obviously produced with extreme
care by the best talents in the court and was considered to be
of such high quality that its calligrapher and illuminator were
honored by being mentioned in the colophon. Its outstanding
binding was also the work of an imperial master, whose
name, unfortunately, was not recorded.

Manuscripts in the Topkap: Palace collections were periodi-
cally repaired and their bindings restored or replaced. One
such example is the Koran copied in 1546/1547. Its original



binding was removed in the seventeenth century and re-
placed by a gem-encrusted gold cover; recently this too was
removed. The volume now has a modern binding made by
using older stamps. The rebinding of the manuscript a cen-
tury after it was produced indicates the importance given to
the work that was transcribed by Ahmed Karahisari, a giant
in the history of calligraphy.

The artist, whose given name was Ahmed Semseddin, was
born in 1469(?) in the town of Karahisar (now called Afyon-
karahisar), which he appended to his name. Known not only
as Semseddin (the star of religion) but also as Semsiil-hat
(the star of calligraphy), Ahmed Karahisari was a brilliant
calligrapher who broke from the traditions of the past and
the schools of Yakut and Hamdullah.

Karahisari began his career studying the aklam-1 sitte of
Yakut with Asadullah Kirmani, a famous calligrapher from
Kirman; it is not known whether he went to Kirman to work
with the master or if Asadullah had moved to Anatolia. The
date of Karahisari’s arrival in Istanbul is also not known, but
he was probably an established master by the time Siilleyman
ascended the throne. Karahisari worked primarily for Siiley-
man, producing Korans, collections of prayers, and albums of
calligraphic exercises. He also worked on architectural in-
scriptions, the most famous examples being the circular
panels around the mihrab (see fig. 12) and the large frieze
encircling the dome of the Siileymaniye Mosque, which ap-
pear to have been his last works, since he died in 1556.

Critics of calligraphy, who frequently compare his style
with that of Hamdullah, state that although Hamdullah out-
ranked him in the perfection of forming individual letters and
devising line lengths, Karahisari was unequaled in his overall
compositions of the pages and was the greatest calligrapher of
the celi style of writing. Like other Ottoman calligraphers, he
preferred siiliis and nesih, but also practiced the other scripts.
The artistry of Karahisari does not lie in his performance of
the established styles but in his unique compositions, applied
both to Korans and to individual folios bound into albums.

The double serlevha at the beginning of his Koran dated
1546/1547 contains one of the most magnificent illumina-
tions created during Siileyman’s reign (9a); the layout and
decorative panels surrounding the text show the hand of a
master painter who combined both traditional and innovative
themes. The artist, identified as Kara Memi, not only relied
on the established repertoire of rumis, hatayi scrolls, and
cloud bands, but also represented naturalistic flora that revo-
lutionized the decorative vocabulary of the age.

The most striking examples of the naturalistic genre appear
in the two pairs of oval panels flanking the text, each repre-
senting a luxuriant spray of polychrome blossoms growing
from a cluster of leaves placed on a deep blue ground. This
particular theme, which made its appearance in the 1540s,
was reemployed on a number of other manuscripts, including
the Siileymanname of Arifi dated 1558,*° a copy of the Divan-i

Muhibbi illuminated by Kara Memi in 1566, and an album of
calligraphy compiled around 1560 (see 26 and 49b). The
same composition and color scheme were used on tile panels,
such as those in the Mausoleum of Hiirrem Sultan, built after
her death in 1558; on the facade of the Stinnet Odas: in the
Topkap! Palace, obviously removed from a building decorated
in the mid-sixteenth century; on the portico of Riistem Pasa’s
mosque constructed in 1561; and the chamber built in 1574/
1575 by Murad III in the Harem (see 210). The design was
also adopted by weavers and employed on kaftans and prayer
rugs. Kara Memi, who had tremendous impact on the deco-
rative arts of the age, was sufficiently esteemed to have been
entrusted with the task of decorating this important Koran.

Karahisari’s mastery of the art of calligraphy is clearly dem-
onstrated in the serlevha: gold siiliis appears immediately
above and below the text, which is rendered in black nesih;
the illuminated panels at the top and bottom contain white
tevkii on a gold ground. The remaining folios, written in ne-
sih, use white siiliis for the chapter headings while the prayer
added at the conclusion of the text is once again rendered in
gold siiliis. The last four pages of the manuscript contain ad-
ditional prayers, which may date from the seventeenth cen-
tury, when the manuscript was rebound.

The structure of this binding (9b) combines gem-encrusted
gold panels with a type of brocaded silk called seraser over a
pasteboard core. This fabric, woven with silver and/or gold
threads, was generally reserved for imperial kaftans and fur-
nishings (see 119 and 156). The core is covered on the exte-
rior and interior with silver seraser; the exterior is decorated
with gold plaques that constitute the central medallion, axial
pendants, corner quadrants, thin bands defining the frame,
and the cartouches of the frame. These plaques, secured to
the core with gold nails, were produced from molds and rep-
resent floral scrolls rendered in high relief with ring matting
applied to the sunken grounds. The flowers are embellished
with ruby and turquoise centers set into plain collars; four
pearls appear around the large ruby in the central medallions.
The technique of execution and style of decoration recall two
other works dating from the second half of the seventeenth
century: a mirror and a clock, the latter signed by an artist
named Sahin, who may have also produced this binding.*'

Karahisari’s most exciting works appear in a collection of
religious texts that includes the Enam Suresi (the chapter en-
titled Cattle) from the Koran, selections from the Hadis (Tra-
ditions), and the famous Kaside-i Burda (Ode to the Prophet’s
mantle). His signature appears in the middle of the manu-
script as well as at the end, where he mentioned that he was

overleaf

9a. Illuminated serlevha from a Koran transcribed by Ahmed
Karahisari in 1546/1547 (istanbul, Topkapi Sarayr Miizesi, Y.Y. 999,
fols. 1b—2a)
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9b. Jeweled gold binding made for the Koran transcribed by Ahmed
Karahisari in 1546/1547, second half seventeenth century (Istanbul, Topkapt
Saray1 Miizesi, 2/2097)

the student of Asadullah Kirmani. The undated volume is
written in a combination of large and small scripts that char-
acterize Karahisari’s style.

The double frontispiece contains the two best-known ex-
amples of his work (10). Pasted into the folios, they must
have been executed as separate studies in the 1540s and in-
corporated into the volume. The example on the left is a tour
de force, the phrase ““el-hamd il-i v’aliy Gil-hamid” (praise be
to the praiseworthy), executed in siilis without once lifting
the pen. This form of writing, called miiselsel, presented a
tremendous challenge to calligraphers. The letters are out-
lined in black and filled with two different decorative
schemes: the central ones have a floral scroll bearing tiny
eight-petaled blossoms composed of minute black and gold
dots, while those at the beginning and end are rendered in
gold.

The folio on the right contains three other calligraphic mas-
terpieces. On the top is the phrase ““el-hamd tl-illah” (praise
to God), written in black kufi (angular script) in a form called
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makili (checkerboard or squared). The phrase, repeated four
times, is embellished with gold. Below it is the most revolu-
tionary execution of the besmele, the phrase that appears at
the beginning of each Koranic chapter: “bismillah ir-rahman
ir-rahim” (usually translated ““in the name of God, the Merci-
ful, the Compassionate””). Written once again in miselsel sii-
lis, in black ink with gold diacritics, it demonstrates the ge-
nius of Karahisari. At the bottom is another makili kufi
inscription rendered in gold, containing the besmele together
with a verse from the Koran.

Another collection of Karahisari’s calligraphy appears in an
album dated 1552/1553 that includes alphabetic exercises
written in alternating gold and black siiliis and nesih. The fo-
lios are composed sideways and in facing pairs with the backs
left blank. The pair at the beginning (11) contains prayers
rendered in two lines of stlis with a line of nesih in be-
tween, a format followed throughout the manuscript. The
first page has black siiliis on the top, black nesih in the mid-
dle, followed by another black line in gubari (which appears



10. Frontispiece from a collection of religious texts transcribed by Ahmed
Karahisari ¢. 1540~1550 (Istanbul, Tiirk ve Islam Eserleri Miizesi, 1443, fols.
1b-2a)
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only on this folio), and gold stliis at the bottom. The follow-
ing page repeats the same design, except that the gold and
black siiliis lines are reversed.

The binding of this album reveals an interesting technique:
the exterior, covered with reddish-brown leather, has a cen-
tral medallion and four corner quadrants that are stamped
with gold and decorated with saz scrolls, the motifs of which
were cut out of black or dark brown leather and applied to
these areas. The binding also bears a noteworthy label added
to the manuscript when it was in the library of Ahmed III. It
describes the contents of the volume and concludes with a
phrase that is translated ‘protect it from worms,” a highly
significant precaution issued by a conscientious conservator.

Karahisari conceived the layout and began the transcription
of possibly the most spectacular Koran in the history of Islam.
The large volume (62 by 41 centimeters, or about 24 by 16
inches, with 298 folios) is thought to have been finished after
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11. Two folios from an album of calligraphy transcribed by Ahmed
Karahisari in 1552/1553 (Istanbul, Topkap1 Saray1 Miizesi, A. 3654, fols.
1b—2a)

52

his death by his student and adopted son, Hasan, who in re-
verence to his master did not put his name on the manu-
script. The volume’s expenses were recorded in detail in doc-
uments dated between 1584 and 1586, which list the costs
and amounts of paper, pigments, gold leaf, and burnishing
utensils purchased for the artists. Later documents, dated be-
tween 1590 and 1593, record the amount of blue pigment
and liquid gold purchased for the illuminated serlevha as well
as the expenses of the gold-stamped bookbinding.>? The same
documents also state that Karahisari died in 1556 before
completing the transcription. Nevertheless, the monumental
work is known as the Koran of Karahisari. The volume,
which was assigned to the Has Oda, was superbly designed
and executed, carefully documented, and highly revered
throughout the centuries.

Hasan (known as Cerkes Hasan, Hasan b. Abdullah, Hasan
b. Ahmed Karahisari, or Hasan Celebi), who finished the
transcription of the great Koran, was a Circassian slave in the
service of Karahisari. The master freed him, adopted him as
his son, and taught him his art. Hasan worked on the celi in-
scriptions on the Siileymaniye Mosque and executed those in
the Selimiye Mosque in Edirne. It is said that while he was
working in the Selimiye, a piece of lime fell into his eye and,
without realizing what he was doing, he washed out both
eyes with the water in which he had been rinsing his lime
covered brushes. Totally blinded in one eye and seriously
handicapped in the other, he was forced to retire and was as-
signed a lifetime pension by Selim II.

The calligrapher, who died in 1594, closely followed the
tradition established by his master, as can be observed in his
collection of daily prayers, called Evrad el-Usbu. The volume,
transcribed in 1566/1567 and dedicated to Selim II, is written
in alternating large and small scripts with illuminated rectan-
gular panels flanking the blocks of small script. Illuminations
also appear on the double-folio zahriye (dedication) at the be-
ginning, on the serlevha, and on headings for the seven
prayers; the margins of the folios are gold-speckled.

" The serlevha (12) contains the title executed in white tevkii
on the right folio; the text below has two blocks of three
lines of nesih, each followed by a line of siiliis or muhakkak.
The first and last lines on the facing folio are in muhakkak
with the central one rendered in white siiliis and placed on
an illuminated panel; between them are the same two blocks
of nesih seen on the first folio. The illuminations, similar to
those of the large Koran of Karahisari, contain both naturalis-
tic and stylized motifs and may have been executed by the
artists who worked on that volume.

The illuminators were also assigned to work on Korans
transcribed by the great calligraphers of the past, including
Yakut el-Mustasimi, Abdullah Sayrafi, and Argun Kamili,
which were preserved in the palace libraries. Periodically
these volumes would be restored and embellished. This prac-
tice was particularly noticeable during the reign of Silleyman



when older manuscripts were decorated and rebound in the
court studios.

One such example is the second part of a thirty-volume
Koran transcribed by Yakut el-Mustasimi in 1282/1283,
which was refurbished in the mid-sixteenth century. Yakut,
who established the canons that formed the basis of calli-
graphic styles for centuries to come, was born in Amasya and
entered the services of the caliph of Baghdad, el-Mustasim
(1242-1258), whose name he adopted as his honorific.
Thought to have died in 1298 or 1299, he is reputed to have
written 1001 Korans. Although the figure appears exagger-
ated, Yakut was prolific. A large number of his Korans are
kept in the Topkap: Palace and other collections; an equal
number of fraudulent imitations bear his name, which attests
to his reputation and popularity.

The text of the 1283/1284 Koran of Yakut, written in mu-
hakkak, was carefully cut out and pasted on new sheets and

2y _/..,'/.

12. Tlluminated serlevha from a book of prayers transcribed by Hasan b.
Ahmed Karahisari in 1566/1567 and dedicated to Sultan Selim II (Istanbul,
Topkapr Sarayr Miizesi, E.H. 1077, fols. 2b-3a)

the volume was rebound in gold-stamped leather covers with
filigree doublures, following the style of the mid-sixteenth
century. Each line of text was enclosed by a contour band,
the field was painted gold and decorated with floral scrolls,
and gold drawings with hatayi scrolls were applied to the
margins of the folios.

The double serlevha (13) is the most elaborate section of
the manuscript. The horizontal and vertical panels enclosing
the text and the wide frame composed of reciprocal arches
are beautifully designed and integrated into the composition.
The artist was not only an expert painter but also a designer
of illuminated folios.

The same meticulous care is found in the decoration of an-
other Koran that was transcribed in nesih by Abdullah Say-
rafi, a master from Tabriz thought to have written some three
dozen Korans. This calligrapher, who died in 1342, had stud-
ied with Yakut and was renowned for his nesih script. The
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13. Illuminated serlevha from a Koran transcribed by Yakut )
el-Mustasimi in 1282/1283 and illuminated mid-sixteenth century (Istanbul,
Topkap: Sarayr Miizesi, E.H. 227, fols. 1b—2a)

text of Sayrafi’s Koran was cut out and pasted onto new
sheets. Each line was enclosed by a contour band and the
field decorated with floral scrolls; chapter headings and dou-
ble folios with the text at the beginning and end were illumi-
nated. Illuminated folios with additional Koranic verses were
appended to the front and back.

A notation on the flyleaf in the front of the book provides
a most unusual documentation on the artists who refurbished
the volume and the person who commissioned the decora-
tion. It states that the Koran transcribed by Abdullah Sayrafi
in 1344/1345 was illuminated by Kara Mehmed Celebi in
1554/1555 and bound by Mehmed Celebi in 1555/1556; the
appended folios, chapter headings, and verse indicators in the
margins were written by Hasan “veled-i (son of) Ahmed el-
Karahisari”” in 1556/1557; and the volume, prepared for the
treasury of Riistem Pasa, was delivered by Hiiseyin Celebi,
the head of his household.

The patron of the work, Riistem Pasa, served as Siiley-
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man’s grand vezir twice (1544-1553 and 1555-1561) and
was married to the sultan’s daughter, Mihrimah. Both Riis-
tem and Mihrimah were enthusiastic patrons of the arts, par-
ticularly of architecture, commissioning Sinan to build for
them several complexes. Blamed for the execution of Sehzade
Mustafa, Riistem was expelled in 1553 but reinstated two
years later. He appears to have commissioned the decoration
of Sayrafi’s Koran immediately after his reappointment and
employed the best artists of the court to celebrate his return
to favor and to demonstrate his restored power.

The illuminations of the appended folios as well as those of
opening and closing verses reveal great finesse. The conclud-
ing pair of text folios (14) are enclosed by a wide blue and
gold frame with hatayi scrolls filling its reciprocal arches.
Chapter headings are written in gold siiliis and placed against
a blue ground densely covered with gold scrolls bearing poly-
chrome florals or gold rumis. The colophon, which appears
on the lower left, follows the same format. This portion, writ-



14. Two folios from a Koran transcribed by Abdullah Sayrafi in 1344/1345
and illuminated by Kara Memi in 1554/1555 (Istanbul, Topkapi Sarayi
Miizesi, E.H. 49, fols. 329b—-330a)

ten in a larger script (rikaa) must have been added by Hasan,
the student and adopted son of Ahmed Karahisari (see 12),
who was also responsible for the chapter headings. The illu-
minations, made by Kara Memi, called Kara Mehmed Celebi
in the notation, harmonize with Hasan'’s calligraphy and en-
rich the folios.

Kara Memi, whose name is recorded in one other manu-
script, the Divan-1 Muhibbi dated February/March 1566 (see
26), is also listed in the payroll registers. In 1545 he was
identified as Mehmed-i Siyah, Memi being a shortened ver-
sion of Mehmed and Siyah (black) another way of defining
Kara (dark); two apprentices, Mustafa b. Yusuf and Hamza of
Austria, were named also. In 1557-1558 he was called nak-
kagbas1 and had an apprentice by the name of Nebi. Since his
name does not appear in the register drawn between July
and October 1566, the artist’s last work may have been the
Divan-1 Muhibbi. He appears as Kara Mehmed in a document
related to the palace expenses accrued between 1552/1553

and 1555/1556. Here he is listed as having illuminated a
Koran for the Siileymaniye Mosque, receiving the highest
wage.”” The artist was also discussed in Mustafa Ali’s Mena-
kib-1 Hiinerveran (Legends of the talented), a biography of the
artists. Mustafa Ali called him a ““miizehhib,”” the greatest
student of Sahkulu, and the master of Siilleyman’s nakkas-
hane. With the exception of Mustafa Ali’s brief account and
the listings in the documents, not much is known about his
life. We do not know where he came from and when he
started his apprenticeship with Sahkulu. Kara Memi is,
nevertheless, among the very few artists of the nakkashane
whose style can be identified by existing works.

Analysis of his signed and dated works indicates that Kara
Memi was indeed the master of Siilleyman’s nakkashane. His
naturalistic themes appear in manuscripts produced between
the 1540s and 1560s, and no doubt his apprentices and stu-
dents continued the tradition. If one artist can be credited
with the most significant contribution to Ottoman decorative
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arts, then it is Kara Memi, whose impact is still visible today.

The binding of Sayrafi’s Koran made by Mehmed Celebi,
who was listed as Mehmed b. Ahmed in the payroll registers,
is unfortunately lost, the manuscript having been rebound in
recent times. This would have been the only identifiable work
of the master, who entered the society of the bookbinders be-
fore 1526 and became its chief between 1545 and 1566. As
the head of the miicellidan, Mehmed must have produced
most of the bindings found on imperial manuscripts in addi-
tion to those on the refurbished volumes.**

It was during the reign of Siileyman that the classical Otto-
man type of bookbinding evolved. Ottoman bindings were

not limited to examples with stamped and gilded covers, fre-
quently with filigree doublures, but also included lacquered
and embroidered examples as well as those executed in pre-
cious materials, such as in jade and gold, encrusted with
gems. The decorative theme identified with bookbindings of
the age is the saz scroll with a profusion of hatayi blossoms
and buds accompanied by feathery leaves, at times enhanced
by rumis and cloud bands. This style, which appeared on
bookbindings produced around 1550, incorporated the earlier
Ottoman traditions as well as those identified with the late-
fifteenth-century school of Herat.

The evolution of the classical style of Ottoman bookbinding

15. Stamped and gilded leather binding from a Tefsir transcribed in 1519
(Istanbul, Topkapr Sarayr Mizesi, A. 21)
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16. Stamped and gilded leather binding from a Koran transcribed by Argun
Kamili in 1306/1307 and bound mid-sixteenth century (Istanbul, Topkapi
Sarayr Muzesi, E.H. 222)

is observed on the covers of a Persian interpretation of the
Koran, the Tefsir-i Mevahib-1 Aliye.>® The exterior (15), covered
with light-brown leather, has an overall design with rumi
and hatayi scrolls executed in relief and enclosed by a border
filled with raised floral motifs. The background of the field is
stamped with gold; the rumi scroll is reserved in the natural
tone of the leather, whereas the hatayi scroll is rendered in
silver with touches of off-white pigment applied to the blos-
soms. Gold is also used as background of the border with
some of the floral motifs rendered in reserve. The gold-
stamped ground reveals an effect not unlike ring matting
found in metalwork, due to the texture of the leather. The
combination of these two types of scrolls dates back to the
bookbindings and other works of art made in Timurid Herat.
The interior of the binding is also Herat-inspired, with in-
tersecting filigree medallions that have contrasting grounds.
In the center is an eight-lobed medallion from which circles

and polygons evolve; these units are painted in gold, green,
and dark and light blue and overlaid with brown leather
rumis and hatayis. The wide border with a dark blue ground
has filigree leather floral scrolls and cloud bands, the latter
painted gold.

Saz scrolls characteristic of classical Ottoman bookbindings
appear on a copy of the Koran transcribed by Argun Kamili
in 1306/1307 and refurbished in Siilleyman’s court around
1550. The calligrapher, a famous student of Yakut known for
his muhakkak and siiliis scripts, was born to Turkish and
Arab parents in eastern Iraq and lived in Baghdad until his
death in 1343. The text of his Koran was cut out and pasted
onto new sheets; illuminations were added to the serlevha,
chapter headings, and the field surrounding the text; then the
work was rebound.

The exterior of the bookbinding (16), covered with dark
brown leather, has a central medallion with axial pendants,
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17. Stamped and gilded leather binding from a small Koran,
mid-sixteenth century (Istanbul, Topkapi Sarayr Miizesi, E.H.
522)

corner quadrants, and a border filled with saz scrolls, similar
to that of Karahisari’s album of calligraphy dated 1552/1553.
The border is further accented by a series of ovals in relief
and decorated with cloud bands, both stamped with gold.

The doublures, covered with reddish-brown leather, are
composed of a central medallion with superimposed hatayi
and rumi scrolls executed in leather filigree placed on a blue
ground. The combination of the newly devised saz scrolls on
the exterior and the traditional hatayis and rumis on the inte-
rior is frequently employed on bookbindings made in the
mid-sixteenth century.

Saz scrolls were employed on a great number of bindings,
including one made for a tiny volume of the Koran (5.7 by 5
centimeters, or about 2 inches square). Known as sancak Ko-
rans, these manuscripts, protected by metal, leather, or fabric-
covered boxes, were hung on banners or standards used dur-
ing campaigns. Written in gubari enclosed by circular frames,
the work has a reddish-brown leather cover. The exterior
(17) is decorated with saz scrolls that are painted black and
stand in relief against the recessed gold-stamped ground. The
scroll is conceived as a fragment of a larger design, framed by
a thin gold braid that intersects the motifs, showing a devia-
tion from the classical format, with self-contained composi-
tions filling the central medallions and corner quadrants. The
doublures are simply designed with a series of gold dots
framed by a braid.

An entirely different technique and decorative vocabulary
are employed on a volume containing the Persian translation
of the forty Hadis. Made for Sehzade Mehmed, the work
must have been completed and presented to the prince before
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he died in 1543.>¢ Both the exterior and interior covers are
lacquered—painted on leather over pasteboard cores and fin-
ished with a heavy coating of lacquer. The designs used are
both highly traditional and innovative, indicating not only
the coexistence of diverse modes but also the virtuosity of the

18a. Lacquered binding (exterior) from a Hadis transcribed by Abdulhayf Ali
¢. 1540 and dedicated to Sehzade Mchmed (Istanbul, Topkapt Sarayr Muzesi,
E.H. 2851)




painter who excelled in both styles (18a).

The exterior follows the traditional format with a central
medallion and corner quadrants. The field is painted black
and embellished with gold hatayi scrolls; the color scheme is
reversed in the central medallion and corner quadrants,
which have black cloud bands placed against a gold ground.

Interior, 18a

The decorative elements, delicate execution, alternating use of
black and gold, and overall restraint can be traced to late-
fifteenth-century examples made in Herat.

The interior, in contrast, is revolutionary, bursting with life
and color. The design is painted sideways and shows
an incredible array of naturalistic blossoms and trees spring-
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18b. Illuminated serlevha from a Hadis transcribed by Abdulhayf Ali c. 1540

and dedicated to Sehzade Mchmed (istanbul, Topkap: Sarayr Miizesi, E.H.
2851, fols. 1b-2a)

ing from clusters of leaves. The flowers, painted in poly-
chrome pigments on a gold ground, include tulips, carna-
tions, hyacinths, violets, irises, and narcissi amid rosebushes
and blossoming fruit trees. The panels are encircled by thin
black bands and framed by red borders embellished with gold
hatayi scrolls.

The theme of a paradise garden filled with eternally bloom-
ing spring flowers, commemorating the exuberance, beauty,
and perpetuity of nature, makes its first datable appearance in
this work. The love of flowers and gardens and the delight in
being surrounded by representations of naturalistic flora, per-
haps the most distinct features of Ottoman culture, are ex-
pertly demonstrated on the doublures of this bookbinding.

The text, written in tevkii and talik, was executed in the
kaati technique by a calligrapher named Abdiilhayf Ali. This
laborious technique is a type of découpage in which the let-
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ters are cut from colored papers and pasted on folios with
contrasting hues. Ali used cream, white, and blue papers for
his text, and dark beige and varying tones of pinks for the
folios, some of which are gold-speckled and marbled. As seen
in the illuminated serlevha (18b), a line of tevkii alternates
with four lines of talik, some of which are written diagonally,
leaving triangular units in the corners for the illuminator.
Kara Memi, who is thought to have painted the covers, must
also have worked on the illuminations of the text.

The illuminations employ hatayi scrolls, rumis, and sprays
of blossoms, the most elaborate of which appear in the finials
around the headings. Here we see Kara Memi’s characteristic
tulips, carnations, hyacinths, roses, and violets rendered in
red and interspersed with blue hatayis.

A similar combination employing a different technique is
found on the covers of an undated Koran made in the second



half of the sixteenth century. The exterior, covered with black
sharkskin, is embroidered with gold and blue with certain
elements defined in black (19). The central medallion with
pendants and the corner quadrants have tulips, hyacinths,
and five-petaled blossoms rendered in blue on a gold ground;
the field and the wide border show scrolls bearing hatayis,
tulips, and hyacinths, embroidered in gold and blue on the
black leather ground. The spine, devoid of decoration, ap-
pears to have been restored. The fore-edge flap, however, is
original and displays a series of lozenges composed of ser-
rated leaves with hatayi blossoms placed in the interstices.
The doublures, covered with reddish-brown leather, are deco-
rated with gold-stamped medallions and spandrels containing
saz scrolls, identical to the exterior covers of Karahisari’s
1552/1553 album.

The use of sharkskin on the exterior of the binding is un-
usual and deserves comment. This fine-grained and highly

19. Embroidered sharkskin binding from a Koran, second half sixteenth
century (Istanbul Universite Kiitiiphanesi, A. 6570)

durable leather was made from the skins of sharks and rays;
it was first used in eastern Asia and then spread to the Otto-
man world, whence it was transmitted to Europe. An item of
luxury, it was frequently dyed green and applied to the han-
dles of imperial swords (to provide a good grip) and covered
containers of precious objects. Known as shagreen in English,
the word was applied both to real sharkskin and to its imita-
tions in which other skins were soaked and wrapped tightly
with seeds to simulate the granular texture found in the orig-
inal. The word itself appears to be of Turkish origin, deriving
from sagr:, which referred to the underpart of a horse from
which a small piece of skin was taken to make the imitation
sharkskin; the French pronounced it ““chagrin’”’ and the Eng-
lish changed it to ““shagreen,” obviously influenced by its
green color.

Only a few examples of sixteenth-century Ottoman shark-
skin have come to light. These include the bookbinding de-
scribed above, a large rectangular box (see 140), and a tan-
kard. Since all three display the same technique of decoration
and choice of motifs, they must have been contemporary and
produced in one workshop. Further research in the storage
rooms of imperial collections may reveal other examples and
prove that the material was more widely used in the court
than previously assumed.

A second noteworthy aspect of this bookbinding is the
technique of its decoration. Embroidery was popularly used
to embellish such leather objects as boots, slippers, shoes,
containers, quivers, and bow cases. Items for the court were
made with colored silk and gold metallic threads, sometimes
wrapped around silk cores to give them additional strength.
Stitches resemble those employed on linen, velvet, and satin.
Other sixteenth-century examples of embroidered leather
bookbindings are not known to have survived; there exists,
however, a unique embroidered satin bookbinding made for
Mustafa Ali’s Nusretname (Book of victories), which was com-
pleted in 1584.*”

Another group of bookbindings has been preserved in rela-
tively large number, though few are datable and their chro-
nology is yet to be determined. Fashioned in jade and en-
crusted with gold and gems, they reflect the taste for precious
and luxurious items that is observed in all imperial collec-
tions, whether Ottoman, Safavid, Romanov, or Habsburg.
Produced by the court goldsmiths and jewelers, these book-
bindings were made almost exclusively for Korans,*® the only
known exception being the one found on the Divan-1 Muradi
made in 1588 by Mehmed, the head of the society of gold-
smiths.”” Although the payroll registers from the reign of Si-
leyman list a large number of goldsmiths, gemstone cutters,
and inlayers,* only Mehmed is known to have signed and
dated a few of his pieces.

One of the earliest and technically most interesting of all
the gold bindings in the Hazine of the Topkapi Palace has
been removed from its original Koran (20). The exterior con-
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tains pale-green jade plaques inlaid with twisted gold wires
that define the central medallion with pendants, the corner
quadrants, and the borders. These areas as well as the field
are filled by similarly constructed scrolls that bear leaves and
blossoms with gem-encrusted centers: emeralds in the span-
drels and rubies in the other units. The fore-edge flap, with a
large central medallion flanked by two pairs of smaller ones,
has emeralds applied to the central blossoms of the four lat-
cral panels and rubies in the remaining ones. The flexible
spine, constructed of a series of gold chains, bears a cartouche
with a filigree inscription placed on a red-enameled ground;
the cartouche, which appears to have been added in the
eighteenth century, states that the work is the vakif of Eyiib
Pasa, an otherwise unidentified person. The flap has a simple
gold-inlaid rumi scroll. Gold chains fasten all four compo-
nents of the binding, enabling the covers to move freely.

The inlay technique on the jade panels was employed on a
number of other bindings: twisted gold wire was embedded
into grooves carved into the jade, as were the leaves and six-
petaled blossoms, both of which have chased details; the cen-
ters of the blossoms contain raised ring collars, which hold
the gems above the surface and create a relief effect. The
gems vary in size, with the largest ones applied to the centers
of the units; they are not faceted, but cabochon-cut.

The interior, constructed of gold, is the most complex por-
tion of the binding and reveals several different techniques.
The front and back covers have central oval plaques deco-
rated with saz scrolls, inlaid with niello, and placed on a
minutely hatched ground. Enclosing each plaque is a second
oval with filigree rumi scrolls lined with blue paper embel-
lished with gold florals. The remaining portion of the covers
has saz scrolls on a background inlaid with niello. Both the
nielloed and plain gold motifs are enhanced by additional
chasing. The flap displays similar elements with medallions
bearing nielloed saz scrolls placed on a filigree rumi field
lined with blue paper. The fore-edge flap has a gold car-
touche with an inscription inlaid with niello containing the
popular verse from the Koran that pertains to the divine rev-
elation of the holy book: ““Certainly it is an honored Koran,
in a book that is protected, none shall touch it save the puri-
fied, [it is] a revelation from the Lord of the worlds.”

It has been suggested that the exterior and interior portions
of the covers were made by different artists and that the inte-
rior is one of the earliest examples attributed to Mehmed, the
chief goldsmith. Mehmed, who is listed as Mehmed Bosna in
the 1596 and 1605 payroll registers,*' appears to have origi-
nated from Bosnia and entered the society of goldsmiths
around 1570. Attributed to him are such masterpieces as the
imperial gold and jade canteen (see 54), the crown presented
to Stephen Bocskay in 1605 by Ahmed I (now in the Treas-
ury of Vienna), and the decorative elements added to several
sacred swords associated with the Prophet Muhammed. His
style combines delicately chased and repoussé rumi and saz

scrolls, filigree, and niello inlay, displaying a virtuosity sel-
dom attempted even by master goldsmiths.

The Topkap1 Palace owns a number of similar jade and
gold Koran bindings encrusted with gems, some including
filigree panels and nielloed sections.** Several have been re-
moved from the manuscripts and those that are intact are not
dated. An exception is a hexagonal sancak Koran with a jade
binding (21), its colophon stating that it was transcribed in
1570/1571 by Mehmed Tahir. The technique and style of dec-
oration of its binding are identical to the one described above.
The covers are made of jade plaques inlaid with gold and set
with emeralds and rubies; gold chains are used on the spine
and the binding closes like a box, held by a clasp that has
three blossoms. Emeralds appear in the center of the covers,
in two of the small blossoms in the surrounding scroll, and in
the outer buds of the clasp. The remaining flowers are set
with rubies.

The interior, covered with reddish-brown leather, has a
large medallion enclosing a gold-stamped scroll. The under-
side of the clasp is gold and chased with a central cypress tree
flanked by tulips and carnations. The text, transcribed in gu-
bari, has an illuminated serlevha, chapter headings, and verse
stops. The name of the same calligrapher appears in a calli-
graphic sample incorporated into the famous album compiled
for Murad I1I. This folio, written in talik in 1553/1554, is the
only other known example signed by Mehmed Tahir.*?

The bookbinders, calligraphers, and illuminators of the
court also produced other types of religious manuscripts, in-
cluding texts devoted to the description of pilgrimage routes
and sites that served as illustrated guides to the holy cities.
The earliest in the series is the Futuh el-Harameyn of Muhyi
Lari (died 1526), who wrote the guide in Persian verse and
dedicated it in 1506 to the sultan of Gujerat, Muzaffer b.
Mahmud (1511-1526), who in turn is thought to have pre-
sented it to the Safavid ruler, Ismail.

The first illustrated version of this text was produced in St-
leyman’s court around 1540 and contains thirteen topo-
graphic scenes, beginning with the representation of the Mes-
cid-i Haram (Sacred Mosque) enclosing the Kaaba in Mecca
(22). On the lower right is the entrance gate to the com-
pound leading into a large courtyard surrounded by two rows
of colonnades with oil lamps hanging between the columns.
Four minarets appear at the corners of the courtyard, which
is filled with several small structures and minbars; in the cen-
ter is the Kaaba, enclosed by a circular arcade.

The other paintings in the text depict the sites around
Mecca, the tomb of the Prophet and the Mescid-i Nebi (Mos-
que of the Prophet) in Medina, the plain of Arafat, and other
areas visited by the pilgrims. The scenes, shown both in
bird’s-eye view and in elevation, accurately depict the sites
and the buildings, their style recalling the topographic paint-
ings of Nasuh, which must have inspired the painter. The art-
ist not only followed the text, but appears to have used his
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21. Jeweled jade binding and Koran transcribed by Mehmed Tahir in 1570/
1571 (Istanbul, Topkapi Sarayr Miizesi, 2/2896)

personal experience in representing these regions. He was an
expert draftsman and painter, executing architectural details
with care and using brilliant colors to enliven the scenes. The
paintings in the Futuh el-Harameyn were repeated in a num-
ber of contemporary and later examples.** Illustrated copies
of this and similar texts were produced into the nineteenth
century, continuing to be in demand both for their literary
and their practical values.

The same genre of painting is found on a pilgrimage scroll
made in honor of $ehzade Mehmed. When the prince died in
1543, Siilleyman asked Haac Piri b. Seyyid Ahmed to perform
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the pilgrimage in his son’s memory. This gentleman under-
took the pious task and prepared the scroll known as Hac
Vekaletnamesi, which was transcribed in 1544/1545 by Ebu
Fadl Sincari and signed by several witnesses.

The document contains fifteen topographic scenes: they
describe the Mescid-i Haram in Mecca and the sites in the
vicinity of the city visited by pilgrims; depict the mountains,
rivers, fountains, wells, mosques, and tombs around the
countryside; show the Mescid-i Nebi in Medina and the im-
portant places around that city; and conclude with the Aksa
Mosque and the Dome of the Rock in Jerusalem. Each scene



22 (above). View of the Mescid-i Haram in Mecca from the Futuh
el-Harameyn of Muhyi Lari, ¢. 1540 (Istanbul, Topkap: Sarayr Mizesi, R. 917,
fol. 14a)

23 (right). View of the Aksa Mosque and the Dome of the Rock in
Jerusalem from a pilgrimage scroll prepared in 1544/1545 for Sehzade
Mehmed (Istanbul, Topkapr Sarayr Miizesi, H. 1812)

is enclosed by bands of siiliis inscriptions containing Koranic

verses. The entire scroll reads like a filmstrip tracing the route
taken during the pilgrimage, representing all the major mon-

uments and identifying them with tiny notations.

The view of Jerusalem (23) depicts the Dome of the Rock
in the center of a ten-sided courtyard with five entrance
gates. The domed monument, decorated with rumi scrolls,
rises over the famous rock, which has a lamp suspended over
it. Two structures, identified as Mahkeme-i Davud (Court of
David) and Mirac Kiimbedi (Tomb of the Miraj, or Prophet
Muhammed’s Journey to Heaven), flank the monument,

while a third appears above. The platform around the court-
yard contains four minarets placed in the corners; two domed
mausoleums, known as Isa and Musa Kiimbedi (Tombs of
Jesus and Moses), appear at the foreground; a circular pond
and an arched structure with scales, symbolizing justice, is
placed in the background. The arcaded building with a min-
bar and mihrab on the very top represents the Aksa Mosque.

Although the paintings are rendered with great charm,
their execution is not as refined as the scenes in other works
describing the pilgrimage sites, such as the Futuh el-Harameyn.
Where the scroll was made is a matter of speculation; it is
possible that the entire work was produced in Mecca, since it
bears the signatures of the guides to the Haram; it is also fea-
sible that the scenes were sketched during the pilgrimage and
finished when Haca Piri returned to istanbul.*
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Literary Manuscripts

The majority of the illustrated manuscripts produced during
the reign of Siileyman are devoted to literary subjects. These
volumes—bound, transcribed, illuminated, and/or illustrated
by the court artists—reveal diversified styles and include cop-
ies of both classical and Turkish texts and contemporary
works. The majority are collections of poetry, which was par-
ticularly favored in the court and practiced by the sultan,
members of his family, and high officials. The sultan’s per-
sonal involvement with this art form no doubt stimulated the
energetic production of literary manuscripts.

Interest in illustrated literary works had already been ob-
served during the reign of Mehmed 11, beginning in Edirne in
the 1450s. Two of the earliest manuscripts, the Dilsizname
(Book of the mute) of Badi ed-Din et-Tebrizi (dated 1455/
1456)*® and the Kiilliyat-1 Katibi (c. 1460—1480),*” show the
emergence of a local school of painting that incorporated
Ottoman figure types with the stylistic features found in the
Akkoyunlu manuscripts made in Shiraz. The same tradition
continued in Istanbul under the patronage of Bayezid II, pro-
ducing between 1490 and 1510 over a dozen volumes that
included the Kelile ve Dimne, Hamse-i Dihlevi, and several cop-
ies of the Hiisrev ve Sirin composed by both Hatifi and Seyhi,
and the Iskendername (Book of Iskender, or Alexander the
Great) of Uzun Firdevsi and Ahmedi.*®

A number of paintings in these volumes incorporate un-
usual architectural settings and employ panoramic vistas, sug-
gesting that the artists were not only inspired by the buildings
in the capital but also by European traditions of representa-
tion. These features are particularly noticeable in the 1498
Hamse-i Dihlevi*’ and the 1499 copy of Hatifi’s Timurname
(Book of Timur).*

The development of the local style of painting was overshad-
owed by the influx of artists from Herat and Tabriz, who ar-
rived in the nakkashane in 1514 as a result of the eastern
campaigns of Selim I and were immediately put to work. The
paintings in two manuscripts produced during the reign of
Selim I are representative of the emergence of a new tradition
and reflect the style of Timurid Herat: the Mantik et-Tayr
(Language of the birds) of Attar’' and the Yusuf ve Ziileyha of
Hamdi,’* both dated 1515. The latter, the earliest illustrated
copy of Hamdi’s work, contains an interesting colophon that
states that one person was responsible for transcribing, illus-
trating, collating, and binding the manuscript; although
proud of his many talents, the artist has not given his name.

The illustrations of the manuscripts dated between the
1520s and 1540s are highly eclectic, their styles as varied as
the backgrounds of the men employed in the nakkaghane.
Some were made by artists trained in the Timurid and Akko-
yunlu traditions of Herat and Tabriz; others were painted by
those who followed the school of Istanbul; and a number
show the combined efforts of painters practicing different
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24. Folio from the
Divan-1 Muhibbi written
by Sultan Siileyman,
mid-sixteenth century
(istanbul, Topkapi
Saray1 Miizesi, H.
1132, fol. 94a)

styles. Some of the manuscripts produced in Istanbul are in-
distinguishable from those made in Herat and Tabriz, with
the same tradition followed in all three courts. The artists in
the nakkashane also had at their disposal a vast repertoire of
fifteenth- and early sixteenth-century manuscripts produced
in Herat, Tabriz, Baghdad, and Cairo that had been incorpo-
rated into the palace libraries.

During the political turbulence caused by the rise of the Sa-
favids, several rulers had sought the protection of the Otto-
mans and came to Istanbul with their retinues and treasures,
which included artists and valuable manuscripts. One of them
was the last Akkoyunlu sultan, Alvand, who fled to the Otto-
man court when his capital, Tabriz, fell to the Safavids in
1501. Another was the last Timurid sultan, Bedi {iz-Zaman,
who had escaped to Tabriz when his capital, Herat, was over-
run by the Uzbeks in 1507, but was held captive by the Sa-
favids when they conquered that city in 1510. Freed by Selim
I and invited to join the Istanbul court, Bedi iiz-Zaman ar-
rived in 1514 with his artists and treasury.”’

Other artists and libraries were taken as booty and brought
to Istanbul during Selim I's campaigns in Iran, Syria, and
Egypt. Although his glorious victories led to exaggerated fig-
ures, there is no doubt that a substantial group of new paint-
ers joined the nakkashane and important works came to the
palace libraries as a result of his campaigns. The earliest illus-
trated version of the Turkish translation of Firdausi’s Sahname
(Book of kings), made in 1511 in Cairo for the last Mamluk



sultan Kansu el-Gavri, was part of his booty.**

Artists and books continued to arrive at the court, both
voluntarily and involuntarily. Siileyman’s campaigns to Iraq,
Iran, and Hungary resulted in similar enrichment of the nak-
kaghane and palace collections, the most notable example
being the library of Matthias Corvinus taken to istanbul after
the conquest of Budapest in 1526.>° The conglomeration of
such diverse traditions resulted in a burst of creativity that
was felt in all the arts, and its most profound impact was
upon the production of literary manuscripts.

The nakkashane produced exquisite volumes, copying the
works of such famous classical poets as Nevai, Nizami, Arifi,
Hafiz, Sadi, Jami, and Firdausi, as well as those composed by
contemporary or near-contemporary writers, such as Fuzuli,
Ulvi, Hamdi, Musa Abdi, and Fethullah Arif, known as Arifi.
The most carefully executed volumes were copies of the Di-
van-1 Muhibbi, the collected poems of Stleyman composed
both in Persian and Turkish. Siileyman’s odes (gazels) reveal a
rare combination of lyricism and mysticism as well as humil-
ity and sincerity, as exemplified by his most frequently
quoted verses:

Halk i¢inde muteber bir nesne yok devlet gibi
Olimaya devlet cihanda bir nefes sthhat gibi.
Saltanat dedikleri ancak cihan kavgasidir;
Olmaya baht-ii saadet, dinyada vahdet gibi.

The people think of wealth and power as the greatest fate,
But in this world a spell of good health is the best state.
What men call sovereignty is worldly strife and constant war;
Worship of God is the highest throne, the happiest estate.*®

There has yet to be a critical study of the sultan’s poetry.

Several copies of Siileyman’s poems were produced by
court artists, and there is also a volume written in his own
hand (24). It shows a rapid and efficient execution of talik,
with corrections, insertions, and deletions added to the text,
indicating that this was a draft version that he later gave to
the copyists. Two of the most elaborate versions were tran-
scribed by Mehmed Serif, an artist from Tabriz who special-
ized in copying the poems of the sultans, including those
written by Mehmed 11, Bayezid II, and Selim L.*7

One of Mehmed Serif’s transcriptions, dated 1565/1566,
has a superb binding richly stamped with two tones of gold
and decorated with saz scrolls and cloud bands. The text is
written diagonally with illuminated triangular panels fitted
into the upper and lower corners. Each folio is elaborately
decorated with gold marginal drawings that represent natur-
alistic sprays of tulips, roses, carnations, narcissi, irises, and
hyacinths in addition to date palms, cypresses, and blossom-
ing fruit trees and bouquets of flowers in vases.

The headings for the two sections that contain the Turkish
and Persian poems (25) have delicate marginal drawings with

25. llluminated serlevha from the Divan-1 Muhibbi transcribed by Mehmed
Serif in 1565/1566 (Istanbul, Topkapr Sarayr Miizesi, R. 738 miik.,
fols. 39b—40a)

67



26. Two folios from the Divan-1 Muhibbi transcribed by Mehmed
Serif and illuminated by Kara Memi in 1566 (Istanbul Universite
Kitiiphanesi, T. 5467, fols. 359b—360a)

large hatayi blossoms and fan-shaped leaves (recalling those
of the plane tree), superimposed with additional floral ele-
ments. The drawings, rendered in gold, are enhanced by soft
blue and green tints. This volume appears to have been un-
finished and contains several empty folios. The last three odes
are in the sultan’s hand; he must have composed these
shortly before his death and had them appended to the
volume.

A second copy of the Divan-1 Muhibbi, transcribed by
Mehmed Serif in February/March 1566, was illuminated by
Kara Memi. This work, the most spectacular copy of the
sultan’s poems, bears a different layout and decorative
repertoire. The text is written horizontally with the lines
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separated by illuminated panels. Kara Memi’s exquisite de-
signs appear on each folio, from the first to the last, and
show a great diversity of themes. The volume is extremely
important for establishing not only the artist’s style, but also
for identifying the full range of the artistic vocabulary of the
age. It is an encyclopedia, combining every conceivable fea-
ture associated with the traditional mode, saz style, and na-
turalistic genre. The designs reveal an incredible finesse and
unmatched virtuosity both in their harmonious composition
and execution. They must have awed all illuminators who
sought inspiration from the volume.

Kara Memi’s skillful combination of stylized and naturalis-
tic elements is visible throughout the manuscript. The double



27. Stamped and gilded leather binding from the Divan-1 Muhibbi,
c. 1560 (Istanbul, Tirk ve Islam Eserleri Muzesi, 1962)

folios in the beginning of the volume have superimposed spi-
ral scrolls bearing blue hatayis and gold rumis enclosing the
dedication medallions, identical to the design used on the sul-
tan’s tugras. The double serlevha that follows has the charac-
teristic blue oval cartouches filled with blossoming fruit trees
used on several contemporary manuscripts, including the
1545/1546 Koran of Karahisari (see 9a), the 1558 Siileyman-

name of Arifi, and the album compiled around 1560 (see 49b).

The verses on the ensuing folios (26) are either separated
by illuminated panels or have floral sprays growing under
them, almost engulfing the letters; the margins bear gold
drawings tinted with pastel colors. The decoration over-
whelms the text. The panels between the text of a typical fo-
lio may contain sprays of morning glories, narcissi, tulips,
carnations, roses, and hyacinths as well as cypresses, blos-
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soming fruit trees, ivy vines, and saz leaves overlaid with
blossoms, while the margins might be decorated with rumi or
hatayi scrolls, stylized designs, and gintemani patterns.

This volume, which was completed some six months before
the death of the sultan, was the last work of Kara Memi.
Since the artist is not mentioned in the payroll register of
July—October 1566, he probably died shortly after finishing
the decoration of his patron’s poems.

The binding of the work, which has been removed, must
have been just as outstanding as the illuminations. It would
have been comparable to the cover of the 1565/1566 copy
as well as the one on an undated version of the same text,
the latter being among the masterpieces of Ottoman book-
binding. The exterior (27), covered with black leather, has a
gold-stamped central medallion with pendants, corner quad-
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28a. Sultan Selim [ in his library
(left) and riding with his court
(right) from the Divan-1 Selimi
transcribed by Sahsuvar Selimi

¢. 1520 (istanbul Universite
Kutiiphanesi, F. 1330, fols.
27b—28a)

28b. Two folios from the Divan-1
Selimi transcribed by Sahsuvar
Selimi ¢. 1520 (istanbul
Universite Kiitiiphanesi, F. 1330,
fols. 25b—26a)



rants, and small roundels accenting the frame. The field, as
well as the frame, is decorated with gold hatayi scrolls and
cloud bands placed on the black ground. The central medal-
lion and quadrants have gold saz designs stamped onto the
gold background; the same technique is used in the roundels
of the frame, which contain gold cloud bands. The combina-
tion of gold and black and the use of two tones of gold create
a sumptuous effect. The gold-ground areas are rendered in
slight relief and decorated with large motifs, which produce a
contrast with the recessed black-ground areas and their min-
ute scrolls.

The interior, covered with reddish-brown leather, has a
gold frame bearing a black hatayi scroll. The central medal-
lion and corner quadrants have filigree rumi and hatayi
scrolls lined with blue paper. The contrast of the boldness of
the exterior with the delicacy of the interior is a characteristic
of the imperial bookbindings produced for the sultan. The
poems of Siileyman, transcribed and illuminated by the mas-
ters of the court, must also have been bound by the chief
bookbinder, Mehmed b. Ahmed, who was the head of the
society at that time.

Although the Divan-1 Muhibbi was reproduced a number of
times during Siileyman’s reign,’® there is only a single version
of the Divan-1 Selimi, the collected poems of his father, Selim.
The manuscript, datable to the 1520s, was illustrated by two
double-folio paintings.

The first pair (28a), conceived as two separate scenes, is
united by a frame composed of overlapping motifs recalling
fat rumis or cloud bands overlaid with floral scrolls. The left
half represents Selim 1, distinguished by his long mustache,
seated in a pavilion and accompanied by two youths, one of
whom holds a book. The chamber, its walls covered with
hexagonal tiles, has three windows that open into a garden.
Above the side windows are compartmented niches with
bowls, jugs, and tankards bearing flowers; between the
niches is a geometric panel that might represent a stained-
glass window. To the right is either the entrance facade of the
chamber or that of an adjacent structure with an attendant
guarding it. The right half of the double folio represents Selim
I riding in a landscape, with an attendant walking in front of
his horse. Four additional riders appear behind the hills in
the background.

The other pair of folios shows a hunting scene spread
across both halves, once again united by a frame composed
of cartouches bearing floral scrolls and rumis. The pages are
almost mirror images of one another, with a rider in the fore-
ground, a second in the center, and a pair of figures flanking
the hills in the background. The figures use swords and bows
and arrows to hunt such game as lions, leopards, mountain
goats, gazelles, and hares.

The composition of both the interior and exterior scenes,
the postures of the figures, and the decorative elements indi-
cate that these paintings were made by the same artist who

worked on the 1515 Mantik et-Tayr. Both works show the
strong impact of Herat with their limited repertoire of subject
matter—courtly entertainments and hunts—and highly deco-
rative approach to illustration. Although stylistically the
paintings are closely related to the school of Herat, certain
features are purely Ottoman. These include vessels with tu-
lips, roses, and other blossoms decorating the niches of the
sultan’s chamber; the ¢intemani-patterned robe on one of the
riders accompanying the sultan; and figures with large volu-
minous turbans, delicately painted features, and long droop-
ing black mustaches.

This decorative style, which made its appearance immedi-
ately after the conquest of Tabriz, dominated the literary
manuscripts of the court until the 1550s. It is last seen in the
1558 Siileymanname, which contains the anonymous artist’s
only historical paintings. He was truly a nakkas, a decorator
in the broadest sense, who also worked on the pairs of small
panels inserted into the text (28b). These represent facing,
conversing angels, and in rare cases floral motifs or animals.

The Divan-1 Selimi was transcribed by a calligrapher named
Sahsuvar, who has appended the word “Selimi”’ to his name,
presumably in honor of his patron. This artist, who must
have come to the court during the reign of Selim I, has not
left other signed works. He not only copied the poems of his
patron in the text blocks, but also placed select verses in the
margins, writing them diagonally between the beautifully
rendered gold drawings. The margins are thus an equally im-
portant part of the manuscript, combining text and
decoration.

The hand of the same painter is found in the illustrations
of a similarly ornate copy of the collected poems of Ali Sir
Nevai, the famous statesman and poet of Herat, who wrote in
Cagatay, the native tongue of the Timurids. Datable to the
1530s, the manuscript contains an exceptional binding exe-
cuted by another master. Its stamped and gilded central me-
dallion and spandrels are decorated with saz scrolls, while the
lacquered field shows a symmetrical group of flying angels
bearing bowls of fruits and long-necked wine bottles. These
fantastic creatures with large swooping wings, headdresses
made of leaves, and long fluttering ribbons tied to their torsos
resemble the examples found in drawings attributed to Sah-
kulu and his followers. The saz style, applied both to the flora
and to the creatures inhabiting an enchanted forest, is explic-
itly represented on this bookbinding.

The illustrations in the Divan-1 Nevai represent such courtly
themes as hunts and princely entertainments, and are en-
closed by gold marginal drawings. The scenes are highly dec-
orative with a few participants placed against intricately
painted settings. One of them (29) shows a pair of polo play-
ers galloping toward the ball in the center of the folio while
figures, silhouetted against the gold sky, observe. The scene is
divided into three horizontal planes by gently rolling hills
that define the foreground, the middle ground, and the back-
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ground; cach plane is painted a different color and embel-
lished with clusters of flowers or floating clouds. This formu-
laic division characterizes the compositions of the master,
who places his active figures in the first two planes, reserving
the last for the spectators and commentators. His forte ap-
pears to be the representation of hunters or polo players
mounted on horses drawn in various positions.

Another manuscript in which the same style of painting
appears is the Guy ve Cevgan (Polo ball and mallet) of Arifi,
transcribed in 1539/1540 by Mehmed b. Gazanfer in kaati
talik. The work is a masterpiece of kaati writing, its folios

29. Polo players from the Divan-1 Nevai, c. 1530—1540 (Istanbul, Topkapi
Sarayr Miizesi, R. 804, fol. 89b)
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embellished with gold-speckled margins, marbled papers, or
stenciled designs.

The illuminated double serlevha (30) is remarkably well
designed and executed. Above and below the almost square
text panels of each half are large rectangular bands, the
whole encircled by a wide frame composed of reciprocal
arches filled with floral scrolls. The composition extends into
the margins by a series of finials enhanced by cloud bands
and hatayi scrolls. The boldness of the blue and gold that pre-
dominate in these units creates a contrast to the delicacy of
the text panels. The text, rendered in alternating white and
gold, is pasted on pink and beige grounds with rectangular
panels inserted into the text. These panels, painted white and
gold, have arched units, echoing both the color scheme of the
text and the design of the frame.

Although most literary texts produced in the nakkaghane
combine the style of Herat with that of local origin, there are
several works that are almost identical to those made in the
former Timurid capital. One of the manuscripts displaying a
pure Herati style is the Divan-1 Jami, datable to 1520. The
work contains an unusual lacquered binding decorated with
angels, and its stamped and gilded doublures show rumi and
floral scrolls. The exterior has been badly damaged with only
the flap retaining parts of the original painting.

Its illustrations have the same formulaic compositions dis-
cussed earlier; they depict either an enthroned prince enter-
tained in a pavilion or a garden, or show such outdoor activi-
ties as hunting parties or polo games. The paintings merely
adorn the text and display no innovation. Their significance
lies in masterfully embellishing the surfaces and varying the
placement and groupings of the figures, while adhering to the
traditional mode of representation.

This concept of book decoration is clearly demonstrated in
the double frontispiece (31), which represents a polo game
on the left and the entertainment of a prince on the right, fol-
lowing the same composition and stylistic features observed
in manuscripts produced during Herat in the 1480s and
1490s, particularly in copies of the poems of Nevai.>® The
decorative style of Timurid Herat was also influential in the
Safavid capital, and several manuscripts produced in Tabriz in
the 1510s and 1520s reveal a similar development.

A more typical style associated with Safavid Tabriz incorpo-
rated Akkoyunlu and Timurid elements and flourished in the
first quarter of the sixteenth century. This early Safavid court
style is also observed in contemporary manuscripts produced
in the istanbul nakkashane, obviously executed by artists
practicing the same traditions. The most beautiful paintings of
this group are found in a copy of Firdausi’'s Sahname, datable
to 1520-1530. This exquisite manuscript, bound with a
stamped and gilded cover with filigree doublures, contains
two pairs of illuminated serlevhas for the introduction and
the text and a dedicatory medallion, which unfortunately was
left empty. Its double frontispiece shows a hunting scene on



30. Illuminated serlevha from the Guy ve Cevgan of Arifi transcribed by
Mehmed b. Gazanfer in 1539/1540 (Istanbul, Topkap: Sarayr Miizesi, H. 845,
fols. 1b—2a)



31. Polo game (left) and entertainment of a prince (right) from the Divan-1

Jami, ¢. 1520 (Istanbul, Topkap1 Sarayr Miizesi,

fols. 1b-2a)
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the left and an enthroned prince on the right, following the
traditional formula. It is intricately composed, with numerous
figures actively participating in the two events.

The volume contains fifty-seven paintings, which reveal the
hands of at least four artists. The majority appear to have
been made by the painter who represented the court of Ga-
yumars, the first ruler of Iran. This scene (32), framed by an
arch composed of craggy rocks, shows Gayumars at the top
with a lion crouched at his feet; attired in a robe decorated

32. Court of Gayumars from the Sahname of Firdausi,
¢. 1520-1530 (Istanbul, Topkap: Sarayr Miizesi, H.
1499, fol. 14a)

with five-petaled rosettes instead of his usual leopard-skin
outfit, he sits on a bench covered with a tiger skin. Pairs of
seated and standing figures line the edges of the scene; in the
center are attendants with bowls of food and men training
wild animals. The landscape is filled with clusters of leaves
and flowers, blossoming trees, tufts of grass, and rocks; also
included are several lions and sheep, and a solitary fox and
gazelle. Some of the figures feed the animals or pet them.
One raises a stick to a lion that cowers and holds its head
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with its front paws, adding an unexpected but delightful,
whimsical touch to the scene.

The depiction of the peaceable kingdom of Gayumars, who
befriended and domesticated animals, frequently appears in
sixteenth-century manuscripts. Its most spectacular version
was made by a Tabrizi artist for a copy of the Sahname pro-
duced for Tahmasp between 1520 and 1540 and presented to
Selim II in 1568.%° _

Manuscripts produced in the 1520s and 1530s show not
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only the direct importation of the styles of Herat and Tabriz,
but also their absorption into the local traditions. One such
localization was observed in the decorative style of the master
of the Divan-i Selimi and copies of the works of Nevai and Ari-
fi. A second and far more indigenous style is found in the
sixteen paintings of the Hamse-i Nevai, transcribed by Piri
Ahmed b. Iskender in 1530/1531. A work of imperial quality,
it continues the interest established in the 1498 Hamse-i Dih-
levi by incorporating local architectural settings into the
scenes. Several figure types recall those found in the illustra-
tions of the 1515 Yusuf ve Ziileyha of Hamdi, indicating the
persistent impact of Herat.

33a (left). Capture of Ferhad by Hiisrev from the Hamse-i Nevai transcribed
in 1530/1531 (Istanbul, Topkap1 Sarayr Miizesi, H. 802, fol. 99a)

33b (above). Lacquered binding from the Hamse-i Nevai transcribed in 1530/
1531 (Istanbul, Topkap: Sarayr Miizesi, H. 802)

The illustrations of the Hamse-i Nevai appear to have been
produced by two or possibly three artists. The majority belong
to the hand of the painter who executed the scene represent-
ing the capture of Ferhad by Hiisrev’'s men (33a). Hisrev,
seated in his tent on the lower left, is being informed of the
defeat of Ferhad by his messengers, who point to the men in
the upper right carrying his fatally wounded rival. Another
figure in the background enacts the cruel battle by throwing
rocks and crushing the head of an enemy. The composition



of the scene—with a group of tents in the foreground, the ac-
tion taking place in the center, and a fortress placed in the
background—became the prototype for the siege scenes fre-
quently depicted in illustrated Ottoman histories. Other paint-
ings in the work include domed and arcaded structures and
pavilions with gardens or courtyards, attempting (o re-create
specific architectural settings.

The manuscript’s lacquered cover (33b) is decorated with
saz scrolls rendered in slight relief and painted red and gold
on the black leather ground. The scrolls, which spring from
the cluster of leaves placed in the center of the lower edge,
represent the perfected form of this style. They bear com-
pound hatayis and sprays of blossoms intermingled with un-
dulating leaves that pierce or overlap the floral motifs, creat-
ing a highly dynamic composition. The blossoms and leaves
are overlaid with additional flora or sprout other floral ele-
ments. This style of exuberant decoration was also employed
by the potters and weavers, as seen in the tiles, brocaded
silks, and pile rugs produced for the court. The indication of
the point of origin of the scroll, a directional feature fre-
quently employed on textiles and ceramics, is noteworthy.

The 1530/1531 Hamse-i Nevai establishes the terminus a
quo for the fully developed saz scroll that had a tremendous
impact on the other imperial arts. It also establishes the date
in which an indigenous Ottoman painting style began to
emerge, synthesizing the traditions of artists trained in Herat
and Tabriz with those of local origin and creating a character-
istic court style.

The ultimate development and refinement of this style is
found in the three paintings of the Ravzat el-Usak (Garden of
lovers) of Arifi. The author was the sahnameci (official court
biographer) and wrote for Siileyman the Sahname-i Al-i Os-
man (Book of kings of the Ottoman house), a five-volume
history of the Ottoman sultans. Arifi, whose contribution to
the genre of illustrated history will be discussed later, col-
laborated with a particular group of painters, one of whom
was selected to illustrate his only literary work.

Datable to 1560, the volume contains three paintings that
represent original and diverse subjects, indicating that a
highly innovative artist composed them. The first (34) depicts
a princely couple in a courtyard with the lady pondering her
reflection in a pool. The domed two-story structure in the
background, with narrow entrance, arched balcony, stained-
glass windows, and colonnaded facade, exhibits the same ar-
chitectural features found in the representation of the Top-
kap1 Palace in the Siileymanname, the fifth volume in Arifi’s
voluminous history (see 41a—41d). It is clear that the artist
has used as his setting one of the courtyards of the sultan’s
palace. Other realistic details include accessories worn by the
protagonists, such as the ivory-handled dagger tucked into
the belt of the prince, the embroidered cap of the lady, and
the jeweled belts worn by both figures, examples of which
exist in the imperial collections (see 92, 93, and 76-78). The
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34. Royal couple in a courtyard from the Ravzat el-Usak of Arifi,
¢. 1560 (Cambridge, Mass., Harvard University Art Museums,
fol. 23a)

depiction of a mirror-image reflection is most unusual and
rarely employed in Islamic painting.®'

The interest in representing realistic settings is clearly dem-
onstrated in the remaining illustrations. One of them, possibly
the earliest scene from everyday life in Ottoman art, re-cre-
ates a typical butcher’s shop.®* The other shows a fox dressed
as a half-naked dervish walking in a landscape, with a cluster
of buildings in the background that resemble the types used
Lo represent eastern European cities in historical manu-
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scripts.”” The anonymous painter of the Ravzat el-Usak applied
the same refined execution, documentary realism, and origi-
nal compositions he employed in the illustrations of Arifi’s
historical works, indicating that the classical style of Ottoman
painting was firmly established after the 1550s.

The illustrations of literary works produced between 1520
and 1560 reveal both the heterogeneous nature of the nakkag-
hane and the gradual development of the classical style of
painting. As previously discussed, some manuscripts were il-
lustrated by artists who followed the traditions of Herat and
Tabriz, while others were executed by painters who absorbed
these traditions and blended them with the preexisting Otto-
man styles.

There is yet another group of painters, who remained obliv-
ious to changes taking place in the nakkashane and formu-
lated their own styles. They worked on contemporary Turkish
texts that had not been previously illustrated and were free to
create their own pictorial cycles. The paintings in such manu-
scripts as Musa Abdi’s Camaspname (Book of Camasp) dated
1527,% a copy of the Terctime-i Sahname (Translation of the
book of kings) of c. 1530,%° Fuzuli’s Hadikat iis-Sueda (Garden
of the fortunates)®® of c. 1550, and Seyhi’s Hiisrev ve Sirin of
c. 15607 lack the structured composition and refined execu-
tion of nakkashane products, but nevertheless display
originality.

There also exist works that were partially illustrated when
they arrived at the court and were later completed in the
nakkashane. The most interesting of these is a copy of the
Hamse-i Nizami, which was begun in the 1450s at the Kara-
koyunlu court at Shiraz, was continued after 1510 in the Sa-
favid court at Tabriz, and was finished in the 1530s or 1540s
in Istanbul.*®

Illustrated Histories

The classical style of Ottoman painting evolved from the tra-
dition of illustrated histories, which became firmly established
in the 1560s. This tradition, which visually re-created the
personages and the settings of the events with documentary
realism, was initiated not by court artists but by members of
the administration, such as Piri Reis, Nasuh, and Nigari. It
was, however, adapted and taken to its ultimate height by
the nakkashane painters.

Chronicles recording the activities of the state had been
produced since the formative years of the Ottoman Empire.
In addition, the sultans had established the post of the sahna-
meci, whose specific duty was to document the lives and
achievements of the rulers. Historians were extremely prolific
during Siileyman’s reign, writing voluminous texts devoted to
universal histories, past and present accounts of the Ottoman
dynasty, biographies of individual sultans, and descriptions of
specific campaigns and political events. There were also geo-
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graphical and maritime studies written by travelers and naval
commanders.

One of these was Piri Reis, a famous captain in the impe-
rial navy and the nephew of the renowned admiral Kemal
Reis, with whom he sailed on many campaigns in the Medi-
terranean. Piri Reis retired to Gelibolu when his uncle died in
1511, but was recalled to duty by Selim I during the 1517
campaign to Egypt. He continued working for Siileyman and
joined the sultan during the 1522 campaign to Rhodes. He
was later given the command of the Egyptian fleet and was
active in the Red Sea, Arabian Gulf, and Indian Ocean. Ac-
cused of taking bribes to lift the siege of Hormuz and thus
failing to capture that important fortress from the Portuguese,
he was executed upon returning to Egypt in 1554. Piri Reis,
who obviously led a very colorful and controversial life, was
also a man of diverse talents who was best known for his
cartographic studies and naval charts.

The most renowned of his cartographic works is a parch-
ment (deerskin) map of the Atlantic Ocean (35) that shows
the western shores of Europe and Africa and the eastern parts
of Central and South America. The work is the surviving half
of a larger map representing the world.®” Produced in Geli-
bolu in 1513 and presented to Selim I in Cairo in 1517, it
bears a long inscription on the lower left that lists the sources
used to represent different regions. Piri Reis consulted more
than thirty maps: twenty were made by ancient cartographers
dating from the period of Alexander the Great, eight were
drawn by Muslim mapmakers, four others were produced by
the Portuguese, and one was made by Christopher Columbus.
For the depiction of the Antilles and the coastal regions of the
New World he relied on a copy of the map by Columbus.”
He also checked the Portuguese maps of South America and
obtained information from a Spanish prisoner who had par-
ticipated in Columbus’ three voyages to the New World.

Piri Reis” map includes wind roses and scales of nautical
distances, as well as commentaries and illustrations. It is not
only a major cartographic document that compiles early and
contemporary sources, but also a fascinating painting, with
vignettes and anecdotes. Ships sail on the seas or rest in
ports; landmasses are filled with mountains, rivers, fortresses,
and figures of seated kings, elephants, ostriches, llamas, par-
rots, monkeys, and monstrous or fantastic creatures. One
amusing vignette appears on the upper portion, showing fig-
ures building a fire on an island, their ship anchored close by.
According to the inscription, this is the tale of sailors who
mistook a whale for an island and lit a fire on its back; when
the whale’s skin started burning, it dove into the sea and the
men hurried back to their ship.

Since the map was published in 1929 scholarly controver-
sies and hypotheses have developed concerning the identifica-

35. Parchment map made by Piri Reis in 1513 (istanbul, Topkapi Saray
Miizesi, R. 1633 mik.)
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tion of the ancient sources used by Piri Reis and his remark-
able accuracy in representing areas thought to be unknown at
the time he made the map. Questions have been raised about
the depiction of Antarctica as a land mass without ice, a con-
tinent not known even to exist before 1818; and the accurate
charting of other remote geographic regions, which required
the use of special instruments, invented centuries later, to cal-
culate the curvature of the earth. Speculations on how Piri
Reis and the ancient cartographers whose works he consulted
could describe areas not confirmed until the twentieth cen-
tury even led to such extreme theories as the one put forth
by Erich von Daniken in Chariots of the Gods, attributing the
map to extraterrestrials. In addition to its cartographic signifi-
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36. View of Canakkale from the
Kitab-1 Bahriye of Piri Reis transcribed
<, in 1525/1526 and dedicated to Sultan
' Siileyman (istanbul, Topkap: Saray:
Miizesi, H. 642, fol. 44a)

cance the work is an important document of the development
of illustrated histories, showing the earliest example of the
topographical and maritime atlas genres that were more fully
developed a generation later by Nasuh.

Some figures, such as seated kings and roaming animals,
resemble those found in early sixteenth-century manuscripts
produced in the nakkashane, while others are related to the
strange creatures depicted in the fifteenth-century Mamluk or
Akkoyunlu copies of the Acaib al-Mahlukat (Marvels of crea-
tion) of el-Kazvini. The models for the ships, however, are
not found in Ottoman or other Islamic manuscripts; these as
well as some architectural and figural elements appear to
have been derived from European illustrated maps or naval



guides.”’ Obviously Piri Reis researched not only cartographic
sources, but also illustrated manuscripts and charts to pro-
duce his unique map.

Piri Reis” most popular work was the naval guide to the
Mediterranean entitled the Kitab-1 Bahriye (Book of the mari-
ner), which was written in 1521 and revised four years
later.” The carliest illustrated copy of the revised version was
transcribed in 1525/1526 and dedicated to Siilleyman. The
work has a stamped and gilded leather binding decorated
with saz scrolls that may be the ecarliest appearance of this
design on bookbindings. It is, however, feasible that the text
was bound in the court several years after it was presented to
the sultan.

The text, compiled by Piri Reis and written down by Mu-
radi, a contemporary historian, has 215 charts that illustrate
various Mediterrancan ports and harbors on the continental
coasts and the islands.”” As exemplified by the first scene in
the work, which represents Canakkale (36), the strait be-
tween the Sca of Marmara and the Aegean (also known as
the Dardanclles), the illustrations are very graphic. Bold lines
define the landmasses that have softly tinted shores, and tiny
red dots indicate shallow coastal waters, a feature also ob-
served on his map of the Americas. Minuscule ships sail
around the waters or lie anchored in the harbors.

Protecting the narrowest portion of the strait are two im-
pressive fortresses with several towers and crenellated walls;
a large bird perches on the peaked tip of the highest roof. The
folio is sprinkled with smaller fortresses, landmarks, farm-
houses, bridges, and villages with clusters of houses, each site
and region identified by fine script. The structures are tinted
with pastel colors as is the large island on the top of the
page, inscribed Esck Adasi (Donkey Island). Similar to all the
illustrations in the book, there is a large eight-spoked wind
rose placed over the scene, the arm with an arréw on the
lower right pointing north.

It is tempting to assign all the charts in this volume to Piri
Reis, who must have also written the notations; the text, on
the other hand, appears to have been transcribed by a callig-
rapher and shows a different hand. Piri Reis’ charts were cop-
ied in later versions of the Kitab-1 Bahriye, which was pro-
duced until the nineteenth century. Some of the later
illustrations are more elaborately painted though they remain
essentially faithful to the cartographer’s originals.”™

The tradition of illustrated histories, which flourished in the
second quarter of the sixteenth century, began with the Sah-
name of Melik Ummii, an unknown historian who wrote
about the reign of Bayezid II. The only illustrated version of
this work, completed around 1500, shows the impact of the
Akkoyunlu school of Shiraz, and relies on formulaic en-
thronement and battle scenes. The next in the series, devoted
to the reign of Selim I, is the Selimname (Book of Selim) of
Sukrii Bitlisi, written in Turkish verse and presented to Siiley-
man around 1525. The work opens with a double frontis-

piece of which only the left half remains. In it the author, sit-
ting under a tent, is accompanied by two calligraphers; the
right half must have shown Selim I and his court. The re-
maining twenty-three illustrations begin the pictorial narra-
tion with the enthronement of Selim and conclude it with his
death. Executed by two similar hands, they reveal influences
from Herat and possibly even Cairo. This is the first work that
attempts to document historical events, showing the figures
in identifiable garments, as in the scene representing the 1514
Battle of Caldiran (37), in which the Safavids were defeated
and Tabriz conquered.

The painting, divided in half by a hill, represents on the left
the Safavids, who wear tapered turbans with tall batons; op-
posite are the Ottomans with their more rounded turbans, ac-
companied by a group of janissaries holding spears. Standing
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37. Sultan Selim I at the Battle of Caldiran from the Selimname of Sikra
Bitlisi, c. 1525 (Istanbul, Topkap1 Sarayr Miizesi, H. 1597-1598, fol. 113a)
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between the two armies in the center of the folio is the victo-
rious Selim [, pointing to both groups. The moment depicted
here is not very clear; the scene appears (o represent the sur-
render of the Safavids, with their commander expressing be-
wilderment by biting his index finger, a traditional Islamic
gesture of astonishment and awe.

The following group of manuscripts, composed in Turkish
prose by Nasuh el-Silahi cl-Matraki, known as Matrakc Na-
suh, are unique in conception. Transcribed and illustrated by
the author, they depict the cities and ports conquered by the
Ottomans with extreme realism, showing a firsthand knowl-
edge of those sites. The paintings are devoid of human figures
and represent the flowering of the topographic and maritime
atlas genres.

Nasuh, born in the town of Visoka in Bosnia, was educated

in the Enderun and rose to the rank of officer during the
reign of Bayezid I, retaining this position until his death,
which is thought to have taken place in 1564. A man of
many talents, he wrote prolifically on history, mathematics,
and swordsmanship. An expert swordsman himself, he
carned the honorific ““el-Silahi.”” As observed in his manu-
scripts, he also was a competent calligrapher as well as an ex-
tremely talented draftsman and painter. He came to be
known as ““el-Matraki”” or ““Matrakc1” after inventing the
game of matrak (played by throwing sticks) during the 1530
festival organized to celebrate the circumcision of Siileyman'’s
three sons, Mustafa, Mehmed, and Selim. Nasuh left numer-
ous works of history, which include translation of Tabari’s
Universal History from Arabic into Turkish, biographies of
Bayezid II and Selim [, and detailed eyewitness accounts of
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38 (left). View of Lepanto from the Tarih-i Sultan Bayezid of Matrakci Nasuh,

c. 1540 (istanbul, Topkapt Saray1 Miizesi, R. 1272, fols. 21b—22a)

the campaigns of Siileyman between 1520 and 1560.
Nasuh’s Tarih-i Sultan Bayezid (History of Sultan Bayezid),
completed around 1540, narrates the events involving Baye-
zid 11 and his brother Cem in the 1480s and 1490s. It is illus-
trated with ten paintings, which depict a number of fortified
ports such as Coron and Lepanto, the latter called Inebaht in
Turkish. The representation of Lepanto, spread to double fo-
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Detail, 38 (above)

lios (38), shows the city protected by high walls between
massive towers. Waterways with bridges appear outside the
walls or cut through the city and flow into the sea. In the
center are several ships at anchor in a harbor guarded by two
massive towers. The city is divided into three districts, each
enclosed by walls and densely packed with a variety of build-
ings; many have sloping roofs, although some have belfries
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or domes. Mountains appearing in the background and
within the walled enclosure suggest that the region was con-
siderably rugged.

In Nasuh’s depiction the city of Lepanto, with its natural
and manmade fortifications, is most impressive and appears
impenetrable. Conquered by the Ottomans in 1499, it was
zealously guarded through the centuries because its strategic
location and safe harbor were essential for the defense of the
Mediterranean.

Nasuh’s most elaborate work is the Beyan-1 Menazil-i Sefer-i
Irakeyn (Descriptions of the halting stations during the Irak-
eyn campaign), originally entitled Mecmu-i Menazil. It is de-
voted to Silleyman’s 1534—1536 campaign to Iraq and Iran,
called the two Irags, or the Irakeyn, in Turkish (Irak-1 Acem
with its capital at Hamadan and Irak-1 Arab with its capital at
Baghdad). Completed around 1537, the work contains 128
paintings that depict the cities and sites where the army
halted. It is almost a traveler’s guide to these regions, repre-
senting their geographic conditions, mountains and rivers,
flora and fauna, and all the major monuments in the towns.

The first painting in the volume shows Istanbul (39a),
where the campaign originated. Spread to double folios, it
places the section then called Istanbul on the right and Galata
on the left, separated by the Golden Horn and surrounded by
the Bosporus and the Sea of Marmara. A small portion of
Uskiidar appears on the upper left, next to the famous Kiz
Kulesi, the lighthouse also known as the Tower of Leander.

The representation of Istanbul, with its monuments ren-
dered both frontally and from the air, is the most magnificent
painting in the volume. It is also the earliest known Ottoman
illustration of the capital. This extraordinary painting repre-
sents the surrounding rivers, hills, gardens, and orchards as
well as all the major structures, each carefully and accurately
drawn. The Galata section is enclosed by walls and towers,
the largest being the famous Galata Tower built by the Gen-
oese in the fourteenth century. Foreign diplomatic and com-
mercial missions were located in this area, which is subdi-
vided into districts by additional fortifications.

The Istanbul section, also enclosed by walls and towers, is
much larger and more densely filled with all types of struc-
tures. The Topkap: Palace with its own fortified walls appears
at the top; the painter has clearly identified the three court-
yards and their entrance gates. Other structures around the
Topkap: Palace include the Aya Sofya (Hagia Sophia), the
sixth-century Byzantine church converted into a mosque after
the conquest of Istanbul; and the At Meydani, the hippo-
drome, with its ancient obelisks, colonnades, and serpentine
column. Below are the Covered Bazaar, the Aqueduct of Val-
ens, the complex built by Bayezid II, the Old Palace enclosed
by a wall, and the Mosque of Mehmed II. The districts of the
city and their monuments are explicitly illustrated, including
the Yedikule quarter on the lower right with its famous
seven-towered fortress.”
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39a. View of Istanbul from the Beyan-1 Menazil-i Sefer-i Irakeyn of Matraka
Nasuh, ¢. 1537 (Istanbul Universite Kiitiiphanesi, T. 5964, fols. 8b—9a)



Nasuh showed the same care in documenting the other cit-
ies, as observed in the double-folio depiction of Sultaniye in
northwestern Iran (39b). The city, founded by the Ilkhanid
ruler Oljeitu (1304—1317) to rival Tabriz, was heavily built
up during the fourteenth century and later abandoned. Only
two of the monuments of this great center remain today—the
Mausoleum of Oljeitu and the tomb complex of Celebioglu
dated to the 1330s, both of which are in ruins.

Nasuh’s painting, therefore, is of great importance, repre-
senting Sultaniye as it appeared in the 1530s. The area
around the former Ilkhanid capital has beautifully drawn
trees and flowers with many birds and wild animals. Several
rivers flow through the city, which has three major buildings
in addition to a number of smaller flat-roofed residences. In
the center of the folio on the right is a magnificent structure,
which is several stories high and has a towering dome en-
closed by eight small minarets. Behind it is a small hexagonal
building with two minarets flanking its more modest dome.
Opposite is another religious edifice with a large entrance
portal flanked by minarets at one side and a three-story
domed unit at the other.

The largest building with its splendid decoration is ob-
viously the famous Mausoleum of Oljeitu, characterized by
the unusual minarets springing from the base of its dome.
The one on the left must be the tomb complex built by Cele-
bioglu. The other domed building cannot be identified.

It appears that even in the sixteenth century Sultaniye was
neglected; most of its legendary buildings were destroyed by
an earthquake and its walls crumbled. The city was occupied
by villagers living in unpretentious huts, with only three
monuments still standing as vestiges of its great past.

Nasuh’s third manuscript, entitled the Tarih-i Feth-i Siklos,
Estergon ve Estonibelgrad (History of the conquest of Siklos,
Esztergom, and Székesfehérvar), also called the Siileymanname,
describes Siileyman’s 1543 campaign to Hungary in the first
part and Barbaros Hayreddin Paga’s activities in the Mediter-
ranean of the same date in the second part. The work, com-
pleted around 1545, contains representations of ports such as
Toulon, Marseilles, Nice, and Genoa.

The view of Genoa (40) is masterfully composed with a
fleet of ships breezing by in the foreground, their curved sails
creating a lively movement. The city, protected by high walls,
has an inner harbor in which two galleons are anchored. As
in the representation of Lepanto, the city is packed with
buildings with pitched roofs and domes. An inner tower with
heavy fortifications appears in the background; a number of
other structures, including monasteries, castles, lighthouses,
and watchtowers, appear outside the walls. The suburbs are
separated by rivers, which are crossed by bridges. The build-
ings are rendered in pale tones highlighted by occasional red
roofs, contrasting with the colorful hills and meadows and
the silvery waters.

The ships are particularly well drawn, their types recalling
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39b (above). View of Sultaniye from the Beyan-1 Menazil-i Sefer-i Irakeyn of
Matraka Nasuh, c. 1537 (Istanbul Universite Kitiiphanesi, T. 5964, fols.
32b—33a)

those employed in Piri Reis” works. Different models appear
to have been used to represent the two fleets; the galleons in
the harbor, based on European prototypes, appear to belong
to the Genoese, while those sailing in the foreground reveal a
native style and presumably depict the Ottoman armada, led
by Barbaros Hayreddin Pasa’s flagship. The contrast between
softly rounded hills, angular structures, and rhythmically
curved sails is most effective.

Nasuh'’s unique style, combining documentary depiction
with masterful compositions, had a long-lasting impact on
Ottoman painting, particularly on the tradition of illustrated
histories. Another person whose paintings influenced the
nakkashane artists was Haydar Reis, who signed his works
Nigari. A naval officer by profession, Nigari was a learned
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40 (right). View of Genoa from the Tarih-i Feth-i Siklos, Estergon, ve
Estonibelgrad of Matraka Nasuh, ¢. 1545 (Istanbul, Topkap: Sarayr Miizesi, H.
1608, fols. 32b-33a)

man, his home in the Galata section of Istanbul the gathering
place of scholars and writers. He practiced poetry, wrote
about the victories of the grand admiral Sinan Pasa, and fre-
quently included couplets on his paintings. Nigari’s strength
was portraiture, and his representations of Siileyman, Selim
11, and Barbaros Hayreddin were painted from life on single
sheets (see figs. 10 and 11). The artist appears to have been
self-taught, formulating his own style and technique. His fig-
ures are large, boldly painted, and placed on a dark green
ground. His paintings are not as refined as those of the nak-
kashane artists and lack their technical perfection; the sheets
are not polished, the pigments are irregularly applied and
have started to flake. Nevertheless, Nigari promoted the genre
of portraiture, continuing the tradition begun in the 1480s by




Mehmed II, who had invited several Italian artists to his
court, including Gentile Bellini and Costanza da Ferrara,”
whose styles had a brief impact on the works of their Turkish
contemporaries.

Nigari’s portraits are purely in the Ottoman tradition,
showing no vestiges of these earlier works. Although he
made copies of European portraits—such as his versions of
portraits of Francis I and Charles V by Clouet and Cranach—
his own style remained untouched by European traditions.”

The genre of documentary painting established by Nasuh
and the interest in portraiture promoted by Nigari were soon
absorbed into the repertoire of the artists of the nakkashane,
who were themselves beginning to formulate indigenous
styles in the 1530s, as observed in the works of Nevai dis-
cussed carlier. The synthesis that took place made its initial

appearance in a most appropriate manuscript, the official bi-
ography of the sultan, the Siileymanname of Arifi.

Arifi (died 1561/1562) was the first sahnameci whose
works were illustrated, and set a precedent for future court
biographers by employing an exclusive group of artists. His
text, written in Persian verse following the meter of Firdausi’s
Sahname, was also used as a model in later years. The post of
the sahnameci, established by Mehmed 11, gained considera-
ble importance after the reign of Siilleyman and was occupied
by such great historians as Lokman, Talikizade, and Nadiri,
whose works were profusely illustrated both by nakkashane
and non-nakkashane artists.

Arifi was formerly in the service of Elkas Mirza, the brother
of Tahmasp and the governor of Shirvan, and came to istan-
bul in 1547 when his master fled to the Ottoman capital after
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4la. Siege of Belgrade from the Siileymanname of Arifi transcribed in 1558
(Istanbul, Topkap: Saray1 Miizesi, H. 1517, fols. 108b—109a)




an unsuccessful insurrection against the Safavid ruler. Arifi
was appointed sahnameci by Siileyman, who asked him to
write a history of the Ottoman dynasty. The poet conceived
the Sahname-i Al-i Osman as a five-volume set, beginning
with the creation of man and ending with the biography of
the sultan. The first and last volumes in the series, the Anbi-
yaname (Book of Prophets) and the Siileymanname, were both
transcribed in 1558; volumes two and three are missing; and
only the first half of volume four, which is devoted to the rise
of the Ottomans and the early sultans, remains.

A document listing the expenses of an “imperial sahname,’
drawn between 1552/1553 and 1555/1556, itemizes the costs
of paper, ink, gold leaf, pigments, and other materials ordered
for the work, lists the salaries of the scribes and painters, and
concludes with the amount paid to the carpenters, who con-
structed partitions for the scribes in the derhane (residence or
studio) of Fethullah Celebi, the sahnameci. This document
must be related to Arifi’s Sahname-i Al-i Osman, possibly (o
the lost sections, since it mentions as the chief calligrapher
Mustafa, whose name does not appear in the colophons of
the remaining volumes.™

The Siileymanname is the most spectacular work in the se-
ries, its binding, illuminations, and illustrations produced by
the best talents in the court. The binding, stamped and heav-
ily gilded, is attributed to Mehmed b. Ahmed, the head of the
bookbinders; the illuminations, revealing the same naturalis-
tic themes observed in the 1546/1547 Koran of Karahisari
and the 1566 Divan-1 Muhibbi, must have been executed by
Kara Memi, the head of the nakkashane. The same care is
observed in the selection of the painters employed to illus-
trate its sixty-five scenes (four spread onto double folios). The
scenes show the hands of two major and three minor artists,
cach selected for his expertise and background.

The master of the Siileymanname, who executed the major-
ity of the illustrations, was a most innovative artist. This
painter worked primarily with Arifi and also illustrated the
Anbiyaname; the 1557/1558 Futuhat-1 Cemile (Admirable con-
quests), an account of the 1551—-1552 campaigns in Hungary
and Transylvania undertaken by vezirs Ahmed and Mehmed
Pasas;” and the historian’s only literary work, the Ravzat el-
Usak (sce 34).

The second major painter of the Siileymanname was the
doyen of the studio. His decorative style, first seen in 1515 in
Mantik et-Tayr, dominated the illustrated literary manuscripts
through the 1550s, as observed in the collected poems of Se-
lim I, Nevai, and Arifi discussed above. The same painter
worked on the second volume in the series, which, together
with the Siileymanname, was his last contribution. Two of the
minor artists, one specializing in the representation of the Sa-
favids and the other that of the Europeans, worked with the
master of the Siileymanname. The fifth artist produced only
two scenes, which were extremely formulaic in style and sub-
ject matter.

’

The master of the Siileymanname devised the compositions
for accession ceremonies, sieges of fortresses, and receptions
in pavilions and tents that became the prototypes for later
paintings. He was the first to apply Nasuh’s topographic
genre to the representation of the Topkapi Palace and other
architectural structures, placing his protagonists within realis-
tic settings. He was also the first to portray identifiable per-
sonages, who are attired in their characteristic garments and
placed in the scenes according to court protocol.

One of his double-folio paintings represents the siege of
Belgrade (41a), Sileyman’s first campaign undertaken in
1521. On the left half is the Ottoman camp with the sultan
seated in his tent, accompanied by his vezirs, commanders,
and Has Oda officials, watching with great apprehension the
assault on the Hungarian capital. Opposite is the city of Bel-
grade, crowded with pitched roofs, belfries, and domes, with
its flags flying valiantly from the towers. A group of residents,
soldiers, and monks have gathered in the church, praying for
deliverance from the Ottomans while fire consumes the outer
tower, throwing its defenders into panic. The scene not only
documents the event, but also portrays the emotional re-
sponses of the participants. The majestic stillness and self-
assurance that prevails in the Ottoman camp is contrasted by
the commotion and desperation of the Hungarians.

Another double folio executed by the same painter depicts
the Battle of Mohacs (41b), which took place in 1526 and
resulted in the annexation of Hungary to the Ottoman Em-
pire. The artist re-created the fervor and excitement of this
great Ottoman victory while at the same time identifying the
protagonists, describing the terrain, and documenting the bat-
tle tactics. Stuleyman, mounted on a horse, appears in the
center of the right half, surrounded by his personal guards.
The janissaries, who are neatly lined up in front of him, fire
their cannons and rifles at the enemy, encouraged by the mu-
sic of the imperial military band, which stands at his back.

The left half is full of action and shows several fighting
warriors. Enemy forces retreating and regrouping in a disor-
ganized fashion contrast with the regimentation and disci-
pline of the sultan’s army depicted on the opposite folio. The
two halves of the scene are united by the field and the rivers
that flow across the plain and the pool in the foreground. The
banks are lined with bodies of dead horses and soldiers. In
the foreground are many Hungarians who were drowned in
the swamps while trying to escape, trapped by their heavy
armor.

One of the paintings in the Siileymanname depicts the sul-
tan conversing with Barbaros Hayreddin Pasa under the ar-
cades of a pavilion overlooking a lovely garden in the third
courtyard of the Topkapt Palace (41c). Siilleyman, who in-
vited the formidable seaman to Istanbul to discuss the refor-
mation of the Ottoman naval forces, has allowed his guest to
be seated in his presence, ordinarily a privilege granted only
to members of the royal family. A sense of intimacy and pri-
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vacy permeates the scene despite the presence of the sultan’s
personal attendants and guards. Siileyman is portrayed as a
youthful monarch benefiting from the experience of the old
man, whose skin is wrinkled and beard pure white.

The representation of Barbaros Hayreddin is remarkably
similar to the portrait executed by Nigari; it either was based
on Nigari’s work or was another life study. The painter also
shows care in depicting the secondary figures, who can be

41b. Battle of Mohécs from the Siileymanname of Arifi transcribed in 1558
(Istanbul, Topkap Saray1 Miizesi, H. 1517, fols. 219b—220a)
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casily identified through their garments and placement in the
scene. The two on the left belong to the Has Oda, those op-
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