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' SAH ISMAIL DEVRINDEN BIR SEHNAME VE
SONRAKI ETKILERI

Giiner INAL

Islim minyatiir calismalari erken Safavi devri minyatiirleri hakkinda
oldukga az bilgi verir.. Safavi devri minyatiirleri iizerine yapilan galismalar’
cok defa Sah Tahmasp devri (1524-1576) minyatiirlerine 6nem verirler ve
erken Safavi devri, ozellikle Sah Ismail devri (1501-1524) ihmal edilir. Bu-
nun baslica sebebi Sah Ismail’in Tebriz’deki atolyesinde yapildigt kaydinr -
tagiyan yazmalarin elde bulunmayisidir. Erken Safavi devri Tebriz eserleri-
nin yoklugu karsisinda bu devirde Siraz’da yapilmis, kendine mahsus resim
ozellikleri gosteren bir yazma grubu bu sehirde onaltinc yiizyil baginda faa-
liyette bulunan bir atlyenin galismasini gosterir?. Topkap: Saray: Miizesin-
de bulunan Hazine 1504 no. lu ve 1509 tarihli Sehname?® ile yine aym ko-
leksiyondaki Hazine 1494 no.:lu muhtemelen 1515 civarindan gelen, bir di-
ger Sehname* bahsi gecen Siraz atOlyesinin eserleri arasindadir®. Bu .atélye-
nin islibunun en belirli Szellikleri kiiciik boy, ince ve zarif insan figiir-

1. Safavi’ minyatiirieri hakkmda baslica yayinlar: -I. Stchoukine, Les Peintures des ma-
nuscrits Safavis de 1502 a4 1589; Paris, 1959; A.Y., Les Peintures des manuscrits de
Shah ‘Abbis ler @ la fin des Safavis, Paris, 1964.

2. ‘B.W. Robinson bu iis/dbu Siraz Tiirkmen iislibunun bir devami olarak kabul eder. Bak:
-B.W. Robinson, «Origin and Date of the Three Famous Shahnamah Illustrations,» Ars
Orientalis, T (1954), s. 110-111.

3. F.E. Karatay, Topkap: Saray: Miizesi Farsca Ym_ma’ar Katalogu, Istanbul, 1960, No.
349, s. 131,

4. A.E., No. 371, s. 137.

5. Bua isliipta yapilms diger bazi Srnekler:

i. Asafi'nin Cemal ve Celdl adli destam 1502-1504 tarihli. {Bak: B.W. Robinson, Y.Z.E.,
s. 108; K.v. Zetterstein and C.J." Lamm, Muhammad Asafi, The Story of Jamal and
Jalal, Uppsala, 1948. :

il. Paris Milll Kitaplikta buiunan (suppl. pers. 765) Bir Assar yazmasi, 1504 tarihli.
(Bak: B.W. Robinson, Y.Z.E., s. 109).

iti. . Kevorkian Nizami’si 1513 tarihli, (Bak: A.E.).

iv. ‘Sa’di'nin Kiilliyath® Oxford, Bodleian Library (Frazer 73), 1515 civan. (Bak: B.W.
Robinson, 4 Descriptive Catalogue of the Persian Paintings in the Bodleian Library,
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leridir. Pembe yanakli, yusyuvarlak yiizlii, eldstiki viicutlu, kivrak hareketli
bu figiirler baslarinda orta kismi kalm bir baston seklini almis Safavi sa-
riklart giyerler. Manzaranin islenisi- kendine Ozgii sekiller gosterir. Renga-
renk kayalar bir elin parmakiar: gibi acilir; koyulu 4gikli“yesil ot zemin en
cok goriilen yer ortiisiidiir. 'Yengece benzer mavi, pembe, beyaz ve altin yal-
diz bulutlar mavi veya altin yaldiza 'boyaim:u§ gok yiiziinii siisler. Kompozis-
yonlarda figiir ve motiflerin yerlestirilmesi biitiin sath1 kaplayacak tarzda
resmin yukarsmdan asagisma dogru olur ve bdylece Tiirkmen devrinin res-
min enince paralel planlar halinde gelisen kompozisyon tipi kaybolmaya
baslar Resimde siisleme- unsurlarr’ agir basar. Hazine:1504 no. lu ve 1509
tarihli Sehnarme’de bu {islip heniiz Tiitkmen -etkisi “altinda” olup - resmin
iki yam arasinda enine gelisen sahneler -goriildiigii halde'(res. -1),” Hazine
1494 - no. lu Sehname’de artik Safavi-devrine has yukardan asagiya©gelisen
kompomsyon semasinin’ bemmsend1g1 ve sahnelerin kalabahklastlgl dikkati
geker (res. 2). Siisleme motifleri; tabiat elemanlafi -ve insan ﬁgurlenmn bir-
Dbirine kanst1g1 ‘bu kalabahk kompomsyonlu iisliibun yanr sira, yine’ aym ko-
lek51yonda bulunan Hazme 1485 no: lu ve 928 H / 1522 tanhh ‘bir dlger
de motiflerin: belli bir -diizen i¢inde resnie yerlestmldlgl, yukardan asagya
gelisen kompomsyonlarla ‘birlikte son derece ince ve itinalr bir nakis zevki
gorulur S1md1ye kadar— sanat tanhgﬂermm dﬂ(kaunden kagan bu eser‘s ta—

~ Oxford, 1958, s. 90-92). v .

‘v, Sa'di'nin Kiilliyat’s, Londra, British Museum (Or. 11847) 1513-14 tarihli (Bak: A4.E.).

“vi. Sa’di'nin Kiilliyat,” Topkap:t Miizesi, Hazme 748 1514—15 tarihli (Bak ‘F.E. Karatay,
Y.Z.E, No. 533, s. 186).

vii. Nizami'nin' Hamse’si, New York Hans P. Kraus Koleksxyonu ‘1515 civari. (Bak: E.
Grube, Islamic Painfings from the 11th to the 18th Century. The Collection of Hans
P. Kraus New York, Germany, 1972, s. 121-139 No. 81-113. .

viii. .Nizami'nin' Hamse'si,- Topkap:- Miizesi Hazine . 791, - 1505-1506. -tarihli. (Bak F.E. Ka-
ratay, Y.Z.E.,, No. 435, s. 157. Bu eserleri bulmam hususunda benden Llymeth yar-
dimlarim esirgemeyen Dr, F. Cagman’a burada tesekkiir ederim.

ix. Nizami’'nin Hamse'si, Topkap: Muze51, Hazurre 783;-1513-14 tarlhh (Bak: A.E., No.

- 439, s, 158).

%x. Nizami’nint Hamse’si, Topkapr Miizesi, Hazine 766, 1516 tarihli. (Bak A.E., No. 440,
s. 158-159).
Siraz’da yapilmus cofu tarihli olan bu -eserler bu iislibun 1501 ile- 1515-16 yﬂlarl civa-
rinda Siraz'da faalivette bulunan bir atdlyede tatbik. edildigini g6sterir.

6. Bu eserin sadece bir minyatiirii, Keykivus'un g6ge cikmasi” hikdyesini tasvir- eden sahne,
asagidaki kitapta yayimnldanmstir: A Milani, A.- Karahan ve T. Yazxm, ._S‘elmamelerden

=Seg:me Mznva!urlel. Istanbul, 1971.- U : N
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sidif1 tarih bakimindan Sah Ismail devrinin (1501-1524) son-yillarinda ya-

zilmig olup minyatiirlerin kalitesi -eserin bir- saray -atSlyesinin: mali olduguna -
isaret eder. Asafida gorecefimiz gibi bazi minyatiirlerdeki -kalip -ve motif-
lerin kendisinden sonraki Yazmalag_a da etkisi bu eserin o-devirde ne derece
iinlii oldufunu gdstermektedir.. Bu makalede eserin minyatiirlerini- takdim
edecek ve daha sonraki Sehname’lenn mmyaturlen uzermdekl etklsun in-
celeyeceglz o X

Yazma kahverengi bir deri. c1lt icinde muha.faza edﬂmektedlr Aharh '
ince kagt tizerine 345 mm. boy. ve 205 mm. eninde 626 yapraktir; Her say-
fada ta’lik yaz ile 4 siitun halinde 105 mm. uzunlugunda 24 satir yazi bu-
lunur. Sayfa 626r deki kolofonuna gére eser Muhammed bin ‘Cemaléttin el-
Katip tarafindan 928 H. yilinin recebinde, yani 1522 miladi yilinin Mayi-
sinda tamamlanmistir.. Yazmanin~ hattatr Muhammed bin ‘Cemaléttin el-
Katip’in 930 H./1523-24 milddi yihnda Tebriz’de sadr mevkiine getirilen
Emir Cemalettin Muhammed Astarabdi ile-ayni sahis olmasr kuvvétle muh-
temeldir’. O takdirde yazmanin Tebriz’de hazirlanmis olmiasi kesinlik ka-
zanir. Eserin ilk yapragi eksiktir. Iki serlevhasi (7v ve 297v) ve birbirine
benzeyen iki ayri iisliipta yapilmis. 43 minyatiirii vardir.

Minyatiirlerin Tasvir Ettikleri Sahneler :

1. ~ 1r Firdevsi ve Gazneli saiﬂer A
115x155 mm. sayfanm ortasmda. ]

2. 10r Keyumers tahtta A e~ - e .
155x175 mm. sayfanm altmda T '

3. 19v Zahhak ile Feridun'un savast A . . [
140x175 mm. sayfanmn ortasmda RS

4. 32r Minucihr’in Tuyr.ve Salm ile savast B . .. " .
145x180 mm. hemen biitiin sayfayl kaplar

5. 50r Zalin Minucihr onunde hiiner gostermem A T
130x165 mm. sayfamn ortasmda o

1. Qadi Abmad, Calligraphers and Painters. .A Treatice by Qdadi - Ahmad, son of Mir-
Munshi (circa A.H. 1015/ A.D. 1606), translated from the ,Persmn by V: Mmorsky
with an Introduction by B.N. Zakhoder translated from the Russ;an Washmgton, D.C,
1959, s. 152. Minorsky ayni_ sayfadakx not 532 de Zeyn el Abidin’in Tekmxlat el~Ah-
bar'inda bu sahsin adinuzi - Muhammed olarak zxkredxlchglm Laydeder O takdu'de Bi
sahis bizim Sehnamemizin hattatr” Muhammed “bin. .Cemalettin ile ayir sahis olacaktir.
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10.

11.

12,
13.
14.
15.
16.
17,
18.
19;
20.
21.
2.
23.

24,

60r
67r

T6r

. 85v

100v

110r

120v

133v
147v
154r

163v

190v

199r

207r

211r

227v

254v

266v

286v

Nevder ile Afrasiyab’m savasi B
140x170 mm. sayfanin altinda.
Riistem ile -Afrasiyab’in savasi A

~125x180 mm. sayfanin altinda.

Rustem ile Akdev’in miicadelesi- A
130x170 min. sayfanin ortasinda.
Keykavus'un goge ctkmast A
145x175 mm. sayfann ortasinda.
Riistem’in Sohrab’: . &ldiirmesi- B
140x145 mm. sayfanm altinda.
Siyavus’un atesten gecmesi A
130x185 mm. sayfanmn ortasinda.
Siyavus’un polo oynamasi A
130x185 mm. sayfanin ortasinda.
Siyavus'un: Oliimii A ’

. 145x185 mm. sayfanin ortasmda.

Giv'in Piran’1 yakalamas: B -
145x190mm. sayfanin ortasmda. -
Keyhusrev’in tahta cikist A

145x190 mm. sayfanm ortasinda. .

- Bijen ile Furud’un savast B~

145x175 mm. sayfanin altinda. ‘
Riistem ile Kamus'un miicadelesi A
150x185 mm. hemen biitiin sayfa.
Riistem’in Cin hakanmi tutsak almas1 A
170x235 mm. hemen biitiin sayfa.
Riistem ile Puladvend’in miicadelesi A
170x230 mm. hemen biitiin sayfa
Afrasiyab’in Riistem'ile savasa gelmesi A
165x250 mm. hemen butun sayfa.
Riistem’in Bijen’i kuyudan kurtarmas: B
140x90 mm. sayfanin ortasinda.

Piran ile Giiderz'in miicadelesi A

'140x170 mm. sayfanin altmda.

Slyde nin 6liimii B

135x185 mm. sayfanm’ ortasinda.
Keyhusrev’in Afrasiyab’t oldiirmesi A
155x165 mm. sayfanm altinda. -

25.
26.
2.
28;
29:
30.
31.
32.
33,
34.
35.
36.
37.
38.
.
40.
41.
2.

43.

- 294v

310v
321v

336r

345r

362r
369v
382r
393r

408v

424y

428v

460r

496r

516r

557r

574r

606v

621v

Keyhiisrev'in tahnm Giistasp’a birakmasi A
155x165 mm. sayfanm altinda..

Arjasp’in Giistasp’a mektubu A

160x185 mm. sayfanin altinda.

Arjasp’in Giistasp’1 yenmesi B .

145x180 mm. sayfanin altinda. .
Isfendiyar'n Arjasp1 &ldiirmesi A
150x145 mm. sayfamn altinda.

Bahman’im Riistem’e kaya pargasml f1r1atma81 A
'125x170 mm. sayfanin altinda.

Riistem’in Isfend1yar1 vurmast A

- 120x170 mm. sayfamin altinda.

Riistem’in Saghad’i 6ldiirmesi A o

140x120 mm. sayfanin altmda

Dara’nin Sliimii B

140x190 mm. hemen biitiin sayfa L
iskender’in resminin Kaydafe’ye gosterilmesi A

. 130x180 mm. sayfamin altinda.

Ardasir ile Ardavan’m savasi A

130x160 mm. sayfamn altinda.

Sapur'un Ta'ir ile savasi ve bazi k1s11er1 oldurtmesx A
130x170 mm. sayfanin ortasmnda.

Bahram Gur'un Iran taht: ugruna arslanlarla dogiismesi A
125x175 mm. sayfanm ortasmda.

Bahram Gur'un Mendvar ile giiresi A

120x155 mm. sayfanin altinda.

Cin Hakanindan Kisra'ya mektup A

125x170 mm. sayfanm altinda,

Kisra Anusirvan ve Buzurgmihr A

130x145 mm. sayfanin altinda. -

Husrev Perviz ile Bahram Cubin’in savasi B

120x180 mm. sayfanin altinda. :
Husrev Perviz ile Bahram Cubin’in savas1 B

-125%140 mm. sayfanin altinda.

Hiisrev Perviz'in oliimii A
110x195 mm. hemen biitiin sayfa.
Yezdicerd’in Olimii A )
120x185 mm. hemen biitiin sayfa.
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Bu yazmadaki - minyatiirler kendinden &nceki eserlerdekilerle mukaye-
se edildiginde ebat bakimindan biiylimiistiir. Bazan sayfanin hemen tlimiinii
kaplar ve ancak kiiciik bir yazi siituncuguna yer verir. Cok defa minyatiir
kendisine birakilan alandan disariya, sayfanin kenarina, tasar. Minyatiirler-
de «A» ve «B» diye tammlayablleceglmlz birbirinden biraz farkh iki iislap
gbze carpar.

10r (res. 3), 85v (res. 4); 110r (res 5 ve 6), 120v (res. 7), 133v
(res. 8), 154r (res. 9), 207r (res. 10) ve 310v (res. 11) sayfalarmdakl min-
yatiirlerde «A» iislibu dedigimiz daha dekoratif bir uslup goriiliir. Resiri
7, 8 ve 10 da acik havada yer alan olaylar tasvir eden mmyaturlerde man-
zaray! teskil eden renkli zeminin iizeri adeta hi¢ bos yer birakilmaksizin iri-
li ufakli cicek kiimeleriyle suslenmlstlr Bazan resim 10 da gordugumuz gi-
bi taslardan fiskiran bu kiimeler, cok defa asaglda daha genis olup yukari-
ya dogru yiikseldikce daralan bir iicgene benzer ¢icek demetleri ihtiva eder.
Bazan resim 7 ve 8de gdrdiigiimiiz gibi dallary yay gibi bir yana dogru kiv-
rilir. Yaprak ve cicekler bir dantel gibi ince incé islenmistir ve cesitli renk-
leri ile ¢ok dekoratif bir etki birdkirlar. Bu tlp cicek kiimelerini hatirlatan
bazi tasvirlere Yavuz Sultan Selim’in Tebriz'i almasii takip eden yillarda
Osmanl: sarayinda hazirlanan’ bazr “yazmalarin™ minyatiirlerinde rasthyoruz
Topkap: Saray1 Miizesinde iki Ali Sir Nevai divanmi® (Revan 806 no. lu ve
940 H./1534 M. tarihli divan ile Revan 804 o. Tu divan) ve ‘bir Nevai
Hamse’sini® (Hazine 802 no. Iu ve 937 H./1530- 31 tarihli yazma) siisle-
yen Osmanli minyatiirlerinde ‘daha mlesxms cicek kiimelerinde yay gibi yu-
kari uzanip bir yana klvrﬂan dallar bu Sehname’dekl blﬂ(l tasvulerlm ha—
tirlatir. :

382r (res. 12), 557r (zes. 14) ve 574r (res. 15) sayfalarmdaln «B» iis-
libundaki minyatiirlerde ise yine dallarn bir yana kivrilan cicek kiimeleri
goriilmekle beraber, bunlar bir Oncekilere nazaran daha kiiciik ve cilizdir
ve biitiin sathi kaplamaktan ¢ok suraya buraya serpistirilmistir. Bu tip ze-

8. Revan 806 No.lu yazma icin bak: F.E. 'Karatay; Topkapl Sarayr Miizesi Kiitiiphanesi
Tiirkee Yazmalar Katalogu, Istanbul, 1961, II. Neo. 2292, s. 103; 1. Stchoukine, La
peinture Turque d’aprés les manuscrits illustrés, Ier Partie de Sulaymian Ier & ‘Osman 11,
1520-1622, Paris, 1966, s. 54-55, pls. XII-XIIL. .

Revan 804 no.lu yazma igin bak: F.E. Karatay, Y.Z.E., No. 2293, s. 104 L Stchoukme
Y.ZE., s. 55, pls. XIV-XV.

9. Revan 802 No.lu yazma icin bak: F.E. haratay, YZE No. 2299,’s. 106; L Stchoukine,

Y.Z.E., s. 52-54, pls. X-XI1. - -
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min siislemesi Topkapr Miizesindeki Hazine 1506'° ve Hazine' 15071 no. lu
Sehname’lerdeki Tiirkmen devri zemin siislemesi ile karsilastirdiginda: (res.
16:ve 17 .ile karsilastir), -statik - gorunuslu tepeden ve profilden goriinen ¢i-
cek Obekleri. yerine daha natiiralist bir.cigek uislibunun: kullanildigz ve kii-
melerin -hareket kazandig goriiliir. Altin yaldiz veya maviye boyanmig, gok-
yiizii bazan resim 5 ve 8 de gordiigiimiiz gibi geleneksel Tiirkmen tipi bu-
lutlarla (resim 18 ile karsilastir). siislenirse de, bazi minyatiirlerde erken on-
altinci yiizyil Siraz yazmalarinda rastlanan yengec bulutlar: (s. 362r) yer alir.
Bazi sahnelerde bu bulutlar ahtapota benzer sekiller ahrlar. (res. 4).. Resim
14 de gordiigiimiiz gibi baz mmyaturlerde ise ‘mavi gogun sathini altm. yal:
dizdan Cin~bulutlari doldurur. . ~ :

Minyatiirlerdeki manzara elemanlarmdan kayalar da enteresan b1§1m~
ler gosterirler. 10r de (zes..3) Keyumersm,saltanatunv tasvir eden minya-
tiirde Tiirkmen tipi yelpaze bi¢imi kayalarin yerini (res.;18).bunlarn da-
ha kiigiiliip iistiiste konmasiyla morlu eflatunlu mantara benzer kaya sekil-
leri almistir. Yazmanm 76r, 153v, 190v, 255v, ve 3451 sayfalarindaki <As»
islibundaki minyatiirlerde bu tip kayalara rastlanir.

Bu Sehname’nin minyatiirleri arasinda Keykévus'un goge g1kmasm1
tasvir eden «As iislibundaki (res. 4). minyatiirde en giizel tabiat tasvirlerin-
den birini buluruz. Manzara Keykavus'un bir miiddet gokte uctuktan sonra
tahtimin indifi. bir orman: tasvir eder’?. Resimde sazliklarla cevrili bir su
kenari goriiliir. Sazlarin kenarinda solda. bir arslan, sagda da iki domuz yer
alir. Bej .renkli zemin bitki ve cigek kiimeleriyle itinali bir sekilde siislen-
migtir. Tath mavi gokyiiziinde ahtapot bicimli altin yaldizdan bulutlar. sali-
nir. Bunlardan sagdaki kirmuzi ve-siyah. hareli, .soldaki ise.siyah harelidir.
Boylece cesitli renkler de siisleme zeykini arttirmaya yardim' eder. Manza-
ramn orasmda burasinda gesitli agagiar ve bahar agaglar1 yer alir: Bu cehs-
mis tabiat dekoru ve siisleme zevkinin yani sira ikonografyada da bir degi-
siklik olmustur, Keykavus metinde anlatildigr gibi'3 tek bagma degil fakat iki
oglu ile birlikte seyahat etmektedir. Gerek tabiat manzarasi, gerekse tahtin
havadan yere dogru yaklasmls salinan hali bu m_nyaturun Keykavus un or—
mana indigi am gdsterdigi intibammi uyandrir.

10. F.E. Karatay, Farsca Yazmalar Katalogu..., No 338, s. 128.°

11. .4.E., No. 343, s. 129,

12. Bu olaym hikayesi icin bak: N. Lugal, Sehname Terciimesi, Ankara, 1967, 11, s. 197-202;
The Shihnama of Firdausi, translated into the English by A.G. Warner and E. Warner,

. - London, 1905-25; II, s. 102-104..

13, AE. ler.
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Tabiat dekorlarmdaki ince iscilik ve siisleme zevkine paralel olarak,
minyatiirlerdeki mimari tasvirler de aym.siisleme zevki ile ince bir detay -ca-
lismast gosterir.. 110r de (res. 5 ve 6) Siyavug'un atesten gegmesini -tasvir
eden’ minyatiirde sahne olaym Sehname’deki anlatiisina uygun olarak gos-
terilmistir'%, Solda ve resmin ortaya yakin kismmda altin yaldizdan muba-

14gali sekiller almig alevlerin arasmda Siyavus goriiliir. Sagda saraym Oniin-

de atinin sirtinda Keykévus olay: seyreder. Gerisinde atli bir maiyeti vardir.
Saraym penceresinden. Sudabe bakar. Kapida iki gen¢ muhafizin baslart g6-
riilliir. Bu minyatiirde tek bir fasad halinde gosterilen- saray cephesi resme
bakann goziinii oksayacak bir siisleme sathi halinde bir miicevher gibi ince
ince iglenmigtir. Cephe rengérenk cinilerle kaplidir. Beyaz, yesil ve lacivert
renklerin-hakim oldugu ciniler yildizlarin arasim1 dolduran hagvari bigimler
gosterir. Bu cephede dikkati ¢eken: bir husus da Sudabe’nin baktigi pence-
renin iist kismindaki tonozdur. Kaburgali ve ¢ini kaph bu tipik- Safavi to-
nozuna diger Safavi devri minyatiirlerinde de rastlanir. Topkap: Miizesin-
de bulunan Hazine 760 no. lu ve 941 H./1534 M. tarihli Hamse’nin'5 Bah-
ram Gur ile yedi prensesin maceralarimi tasvir eden 215v, 2231, 226v, 230v,
235v, 241v, 246v sayfalarindaki minyatiirlerinde goriildiigii -gibi, onaltinc
yiizyil sonundan gelen yine Topkap: Miizesindeki 1475 no. lu Sehname’nin*®
257v- (res. 19) sayfasindaki Afrasiyab’in oliimiinii tasvir eden minyatiirde
de goriiliir. Bu minyatiirde tasvir daha detayl olup kaburgalar arasinda ka-
lan alanlara cerubinler ve melekler yapiimustir. Metropolitan Museum’da bu-
lunan Ferideddin Attar'm Mantik el-Tayr'mm onyedinci yiizyl minya-
tiirleri'” ise bu Ozelligin daha gec devirlerde de devam ettigini gosterir. Bu-

rada devrin mimari ozelliklerinin kitap resmine aksetmesi olay: ile karsilasi-

yoruz. Sembolik mimari tarzi yavas yavas o devrin mimaririsi. hakkinda fi-
kir verecek tarzda gergekgi bir karakter kazanmaya baslar.

310v de (res. 11) Giistasp’in Arjasp’tan mektup almasini tasvir eden
sahnede ise bir ev i¢i mimarisi goriiliir. Sahnenin esasini solda bir tas aviu-
ya agilan eyvan ve sagda bunun gerisinde bulunan bir bahge teskil eder. Ey-
vamn iki yan duvan yine sekiz koseli yidiz ve hagvari bicimli r,engarepk

14. N. Lugal, A.E,, s. 405-410; The Shahnama of Firdausi..., 11, s. 200-222.

15. F.E. Karatay, Farsca Yazmalar Katalogu..., No. 447, s. 160. Eser hattat Miirsid el-
Katib el-Sirazi tarafindan yvazilmustir.

16. Hazine 1475 No.lu Schname icin bak: A.E., No. 366, s. 136.

17. Bak: E. Grube, «The Seventeenth Century Miniaturess, The Metropolitan Museum of
Art Bulletin, XXV, No. 9 (May 1967), s. 339-352, Figs. 6, 7, 9.
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cinilerden yapiimis panolarla kaplidir. Eyvanin arka duvarinda bahgeye aci-

-lan iki sira pencere goriiliir. Alttakilerden bazi sahislar igeriye bakmaktadir.

Ustteki pencereler ise o devrin cam isciliginin en giizel orneklerini, bitki ve
cicek motifleriyle siislii renkli vitraylari ihtiva eder. Bunlarin iizerinde yine
Safavi kaburgali tonozu yer alr. Eyvanin cephesindeki alinliklar ¢in bu-
lutlu bir siisleme ihtiva eder. Sagda avlunun gerisinde yesil otlar ve gigekler-
le bezenmis bir de bahar agacimn .bulundugu bir bah¢e goriiniir. Aym mi-
mari ve bahge kombinasyonu 154r de (res. 9) Keyhusrev’in tahta ¢ikmasi-
n1 tasvir eden minyatiirde de vardir. Burada eyvan biraz merkezi bir. yer is-
gal eder ve etrafimi dikdortgen bir pano teskil edecek sekilde giniler kaplar.
Eyvanm arka duvari da belli bir seviyeye kadar ginilerle kaph olup iistiin-
de kalem isleri goriiliir. Keyhusrev’in bos tahti ortadadir. Riistem 6n plin-
da Hiisrev’e tabiyetini ifade edercesine secde ederken gosterilmistir. Bu mo-
tifin sag ve solunda iicer kisilik muhafiz ve saray erkdm yer alir. Eyvanm
saginda bir kap: kompleksi goriiliir. Kapida eli bastonlu bir oglan durur ve
iistteki balkondan bir kadin ve erkek merasimi seyreder. Giris kismina te-
kabiil eden sagdaki sahada bir citin gerisinden sarayin bahgesi goriiliir. Igin-
de tipik selvi ve bahar afaci motifi yer alan bu bahgenin 6niinde eli kazma-
Ii bir bahgivan vardir. Bahgivan motifi Isldm minyatiirlerine ok erken bir
devirde girmisti'®. Onaltinc1 yiizyiin krall taht sahnelerinde giinliik hayat-
tan ahinma bu motife sik sik rastlanir. Eyvan veya pavyon ile bahge bilesi-
mi Behzad’m Rothshield koleksiyonunda bulunan Sa’di’nin Giilistan’m1 siis-
leyen minyatiirlerinde de'® goriilen ve Safavi devri taht sahnelerinde kalip-
lasan bir Ozelliktir. Metropolitan Museum’da bulunan (13.228.7) 1524-25
tarihli Hamse’nin minyatiirlerinde de bu ozellik goriiliir?®. - 1527 tarihli
Houghton Sehname’sinin minyatiirie rmde bu tip sahnelerin en giizel 6rnek-
lerini buluruz?®'.

Yazmanin manzara tasvirlerinde gtirﬁlen~ iislﬁp ayriigr insan figi.irle-

18. Bu motif onikinci ylizy1l sonu ve oniigiincii yﬁzyxi da yapilmis sanat eserlerinde‘garﬁliir.
Kitab-1 Tiryak'in minyatiirlerinde bu motife rastlanir. Bak: R. Ettinghausen,‘ Arab
Painting, Geneva, 1962, s. 84-84 deki resimler. Ozellikle s. 85 teki fesimde bir hiikiim-
danin oturdufu binamin yanmda bir bahcgedeki agacin altmda eli kazmali bir figiir

* goriiliir.

19. Bak: E. Grube, The Classical Style in Islamic Painting, Germany, 1968, pl. 36.3; bu
eser hakkinda bir de maka'e vardi: E. de Lorey, «Behmd ]e Gulistan Rolhshxeld»
Ars Islamica, IV (1937) s. 122-143.

20. E. Grube, Y.Z.E., PL. 63.

21. A.E., Pl 66-74,
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rinde de gbze.carpar. .85v (res. 4), 110r (res..5), 133v (res. 8), 207r (res. 10)
gibi..«A» iislibundaki-minyatiirlerde ekseriyeti teskil eden figiirler -ince ve
zariftir. Yiizler Tiirkmen minyatiirlerinde goriilen koseli- dolgun-gehrelei (res.
16, 17) yerine dolgun oval g¢ehreler halini almistir. Bunlar bu devrin. Safavi
tiplerini temsil-ederler. 382r (res. 12), 557r (res. 14) ve 574r (res; 15) gibi
«By»- iislibundaki minyatiirlerde ise ‘Tiirkmen  tiplerine benzeyen yuvarlak ve
kogeli- dolgun tipler hakimdir. - Viicutlardaki- basiklik :da yine Tiirkmen tip-
lerini hatirlatir. 574t (res. 15) de goriilen savasei tiplerinin yakin -benzer-
lerini Hazine 1506.no. lu ve 1486 tarihli Sehname’nin 460v sayfasinda
Anusitvan’m savasmi tasvir eden minyatiir (res..16) ile Hazine 1507 no. Iu
ve 1494 ‘tarihli: Sehname’nin 407r sayfasmda Sapur’un savasim tasvir eden
minyatiirde (res. 17) buluruz. Hazine 1485 no. lu Safavi Sehname’sinde sag-
daki kalkanly figiir Hazine 1506 daki kalkanli figiire ve .yine Safavi Sehna-
me’sindeki solda okunu atmak iizre yaymi geren figiir. Hazine 1507 deki
soldaki oklu figiire benzer. Resim- 15 deki minyatiir bu bakimdan Tiirkmen
Sehname’lerinden hareket eden daha smith ve geleneksel bir figlir tsliibu
gOsterir. . «Ay iislibundaki  minyatiirlerin figiirleri ise bu yiizyil basmda or-
taya .cikan yeni iisliba -isaret ederler. «A» iislibunun ﬁgurlen bu Jbakim-
dan poz, hareket ve jest bakimindan daha cesitlidir. :

--207r de (res. 10) Riistem ile Puladvend’in miicadelesini - tasvir - eden
minyatiir figiir calismas bakimmdan bircok cesitli tipleri bir araya getirir.
Resmin ortaya yakim bir kisminda 8l yatan Puladvend’in- viicudu, ona- yé-
nelen atmmn yiiztindeki canlr ifade, ok daha on]mal “bir resim - davram51
gosterir. Bu minyatiirde kopyaciliktan ziyade; yeni- yeni buluglar: ve'motif:
leri deneyen bir resim davramigmin tazeligini hissederiz. Onemh flgure dik-
kati ¢ekmeye yarayan yardimci- figiirlerde aligrimamis hareket motifleri go-
ze carpar. Oliiniin tam {istiine rastlayan kisimda geriden goriinen: ‘ath figii-
rii, alisilmamis- pozuyla seyredenin goziinii resmin orta: kisminda: yatan Olii-
ye ceker. Onunla aym eksende bulunan en altta ortadaki iki minik savagc
yine gozii resmin icine cekmeye yardim eden enteresan motifleri tegkil eder.
Bunlardan baska ortadaki motifin etrafini gergeveleyen savasgilar el hare-
ketleri ile ve jestleri ile ana temi belirtir. Sag alt kdsedeki ath grubu Tiirk-
men savasct tiplerini hatirlatir. Aym ustanun iki iislibu da bilip kullanmasi
veya bir minyatiirde iki ayr1 ustanm calismast muhtemeldir. Iki yana dizi-
len savasgilarin ortaya yonelen kollar1 arasmda bos kalan sahada Riistem
ve Puladvend yerlestmlmlstlr Bu gekudek kismi1 alttak1 iki minik savasc1

olan dev figiirii ile birlikte resmin orta eksemm meydana - getlru' Boylece,
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ustaliklr figiir yerlestirmesi ve hareketin ayarlanmasiyla orta’ eksén etrafin-

- da.donen bir kompozisyon elde edilir. 110r.de (res. 5) sanatci yine seyir-

cinin gdziinii resmin icine sokmak icin tam cepheden gériinen ath figiirlerini
tepenin- gerisine yerlestirmistir. Soldaki iki atli tam cepheden, sagdakinin
atmin basi ise sola cevrilmis olarak tasvir edilmis ve bylece :gruptaki mo-
notonluk giderilmistir. 133v (res. 8) Siyavus’un Oliimiinii tasvir eden minya-
tiirde Siyavus yeni bir figiir kalib1 ile gosterilmistir. Onbesinci yiizyd Ak-
koyunlu Tiitkmenlerinin Sehname’lerinde bu kalip farklidir, Topkapt Mii-
zesindeki Hazine 1491 no. lu ve 1495 tarihli‘Sehnaime nin?? 158v. sayfasin-
da bu olay: tasvir eden minyatiirde (res. 20) goriildiigii gibi, bu grup bir
ehyle Siyavus’un sagimi yakalayip obiir eliyle gurtlagini kesen bir “cellad fi-
giirii ile legeni tutan bir figiir ve Siyavus'tan ibaret ii¢ kisilik bir kalip gds-
terir. Bu onbesinci yiizyil kalib: onaltinc yiizyil basinda yapilmis olan Ha-
zine 1504 no. Iu ve 1509 tarihli’ Siraz Sehname sinin 107« sayfasmdalu (res.
1) aym: konulu minyatiirde de pozlardakl hafif farkiilasmalara ragmen de-
vam etmektedir, Bu Orneklerde Siyavus™un bir dizi yukariya dogru kivrdmis
ve elleri de arkadan baglanmistir. Inceledigimiz Hazine 1485 .no. lu Safavi

~ Sehname’sinde ise, Siyavus figiirii degisik bir kaliba gore iglenmistir. Siya-

vus boylu boyunca yerde uzanir ve kahramanm gektigi 1st1rébm_ bir ifadesi
olarak viicudu kivrilir. ‘Uglii- gruba bir dérdiinciisii, Siyavus’un ayaklarii
tutan sahis eklenmistir. Cellddin pozu da farkhidir. Bicagin iki ucundan tu-
tarak bast keser. Boylece, bazi figiir tiplerinde Tiirkmen ozellikleri goriil-
mekle beraber, bu Sehname’de farkli kaliplarla calisan bir atlyenin varlig:,
m teshis ederiz.
- Bazi sahnelerde, muhtemeien daha sonrak1 dewrlerde, ﬁgurlerm yan~
larma isimleri yazﬂm1stu‘ 32r de Mmumhr ile Tur ve Salm arasmdakx sa-
vasi tasvir eden minyatiirde: Minucihr ve Tur’un, 60r de Nevder. ile . Afrasi-
yab'in miicadelesini tasvir eden mmyalurde Afrasiyab’in isimleri kendileri-
ni temsil eden figiirlerin yanmna eklenmistir. s
382r de Dara’min Sliimiinii tasvir eden mmyaturde (res 12 ve 13) gor-
diiiimiiz gibi baz1 savag sahnelerinde savascilar altm ve giimiis yaldizla siis-
lii zirhlar giyerler. Zirhlar altin yaldizdan boyuna bantlar ihtiva ederler.
19v, 147v, ve 266v de enine ve boyuna giimiisii bantlarm kesismesiyle ka-
reli zirhlar goriiliir. Kadmlarin sa¢ tuvaletleri file gibi saclari orten alnm
etrafin1 kusatip iki yanlardan kabarik sivri kivrimlarla omuzlara inen beyaz
bas Ortiistinden ibarettir. 110r de (res. 5) Sudabe’nin sa¢ tuvaleti bu tiptir.

22, F.E. Karatay, Y.Z.E,, No. 345, s. 130.
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Erkek figiirlerinin baginda oniki kivrimli ve ortas: bir baston gibi yiikselen

bir Kepten ibaret tipik Safavi sariklar1 bulunur. Bazan 120v de (res. 7) Si--

yavus'un polo oynamasim tasvir eden minyatiirde Siyavus figiiriiniin basin-
daki sarikta goriildiigii gibi bu basligm sarik kismi mavi, kahverengi ve ye-
sil yollu bir kumastan yapilmustir. Bu cesit renkli sariklar onaltinci yiizy1l
ortalart icin karakteristiktir. .

Bu yazmadaki -minyatiirlerde simdiye kadar. gordiigiimiiz iislip yeni-
liklerine yeni kompozisyon tipleri de eklenir. Bazi minyatiirlerin Tiirkmen
minyatiirlerindeki- resmin iki yam arasmda paralel planlar halinde gelisen
kompozisyon tipini muhafaza etmelerine ragmen (s. 574r, res. 15), artik
resmin yukarisindan asagisma dogru gelien ve sathi kaplayan kompozis-
yonlar agirhk kazanmaya baglamistir. Bu tarz kompozisyonlar' gerek deko-
ratif bir satih elde etmek, gerekse daha kalabalik ve zengin sahneler mey-
dana getirmek bakimindan daha elveriglidir. 120v (res. 7), 133v (res. 8) ve
207r (res. 10) sayfalarindaki minyatiirlerde bu tip kompozisyonlara rastla-
nir. 207r de (res. 10) Rustem ile Puladvend’in miicadelesini tasvir eden min-
yatiir kalabalik bir sahne gdstermekle beraber, yukarda bahsettigimiz gibi,

figiirlerin bir ¢ember seklinde ana temin etrafina siralanmasi ve gesitli ha-

reket ve jestlerle dikkati ortaya gekmesi bakimindan ¢ok hiinerli bir kompo-
zisyon Ornegi teskil eder. Boylece bir merkez etrafinda  donen bir kompo-
zisyon tipi meydana gelir. Bu tip kompozisyonun en iinlii ustas: eskiden
Rothshield koleksiyonunda bulunan Giilistan yazmasmnda Sadi’yi Kasgar'li

genglerle gosteren minyatiirde?® gordiigiimiiz gibi Behzad’tir. Behzad’'in 1522
de yani bu yazmanin yazildif: tarihte, Tebriz’deki atdlyeye miidiir tayin edil-
digini hatirlarsak?®!, elimizdeki Sehname yazmasinin minyatiirlerinde tezyini
bir gergeve igerisinde onun etkisini sezmekten kendimizi alamayiz. Pulad-
vend’in atinm pozundaki gercekeilik, geriden goriilen atm perspektif kisal-
tilmasi, degisik tipler, nakis zevkine biiyiik bir yer veren bu eserde Ustad
Behzad’tan 6grenilen bazi prensiplerden istifade edildigini akla getirir. 32r
de Minucihr’in Tur’u muzraklamasi ve 67r de Rustem’in Afrasiyab’t egerin-
den almasi tasvir eden minyatiirlerde de aymi oOzellikler goriiliir. 133v de
Siyavus’un Oliimiinii tasvir eden minyatiirde (res. 8) ¢ember seklinde olma-
makla beraber, yukardan asagiya gelisen kompozisyon tipi muhafaza edil-

23. E. Grube, YZE PL 36.3.

24, Bak: 1. Stchoukine, Les peintures des manuscrits des T imurides, Paris, 1954, s. 22;
M.M. Qazwini — L. Bouvat, «Deux documents inédits relatifs 3 Behzad», Revue du
monde musulman, XX1IV (1914), s, 152-154, C
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mistir:-On planda bulunan karsilikli iki kiigiik atl seyis sahneyi seyirciye
takdim eder. Bunun biraz iistiinde olaymn ana figiirleri Siyavus ile ii¢ cellad
yer -alir. Bu grubun tam istiinde bulunan dekoratif bir cicek kiimesi gozii
hikdyenin can alici noktasmna ceker. Cicegin iki yaninda, bir yanda dort
diger yanda. da ii¢ ayakta duran figiir olay aninda orada hazir bulunanlar;
temsil eder ve yine jestleriyle gozii olaya g¢ekerler. Daha iistte ath iic seyis
sahnenin. iist hududunu teskil eder. Sanatc: simetrik, monoton bir sahne ver-
mekten kacindigindan iistte karsilikli iki seyisten soldakinin arkasina bir at-
i seyis daha ekleyerek grubu monoton - olmaktan kurtarmistir.

Yazmanin 382r (res. 12) sayfasmda Dara’nin olumunu tasvir eden «B»
tislibundaki mmyatur daha sade bir kompozisyon’ semas1 gostermekle be-
raber yine yukardan asafiya figiirlerin siralandig: bir kompozisyon gorii-
liir. Bu sema figiirlerin paralel planlar halinde yerlestirilmesi bakmndan
Tiirkmen tipine daha yakin olmakla beraber, degisik tip ve pozda figiirle-
rin farklt seviyelerde yerlestirilmesi sahnede farkhilasma yapar. Ashinda ana
tem, Daramin Iskender’in kollarinda Oliimii ortaya almmls, altta seyirciler
ve- tepenin gerisinde de savaggilarla iic planl diizen kullanilmstir. Altta ve
solda mizrakli bir savagci, onun yaninda bos ati gotiiren sivri kiilahli mi-
nik bir seyis, 3/4 geriden, yiizii ise profilden goriinen giirziinii- yere daya-
mus difer bir savasci, sonra eli tiifekli bir piyade eri, soldakilere yonelmis
yine kiildhli minik bir seyis ve nihayet onun gerisindeki iki savascr resmin
6n planinda yer alan ve gdzii iist kisma ¢eken baglayici figiirlerdir. Resmin
ortasinda 6len Dara motifi solda esir vezirleri getiren bir muhafiz ve sagda
biri sancak tasiyan iki asker figlirii ile cercevelenmistir. Figiirlerin. hep51 ay-
m planda degildir. Esirlerle resmin icine diyagonal bir hareket girer. San-

_cakh grup ise biraz daha yiiksekte yer alir. Boylece planlar arasinda seviye

farklar1 meydana gelerek monotonluk mdenhr Tepenin gerisinde ise gele-
neksel savasc figiirleri yer ahr

~ Hem «A» hem de «B» iislibunda yapiimis olan minyatiirler ince bir
iscilik ve itinali *kompozisyonlar gdstermeleri- bakimindan bu Sehname’nin
birinci kalitede bir eser oldugunu gosterirler. Eserin en Gremli tarafi bazi
minyatiirlerde goriilen sahne ve figiirlerin kaliplarimin kendisinden daha son-
ra yapilmis olan eserleri de etkilemesidir.

Bu Sehname’nin minyatiirleri arasinda Ozellikle Dara’nin Oliimii sah-
nesi (res. 12) kendisinden sonra yapilmig eserlere -model olmustur. New
York’ta Hans P. Kraus koleksiyonunda bulunan ve 945 H./1539 M. yiln-
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da- Siraz’li hattat Miirsid el-Sirazi tarafindan bitirilen” Sehname?® -ayn1 sah-
neyi motiflerin biraz yerini deistirmekle beraber aynen tasvir eder. Dara
ve Iskender motifi yine ortaya yerlestirilmistir. Solda ve yukarida iki-esiri
getiren_ asker ve sagdaki sancakli iki figiic aynen muhafaza edilmistir. On
plandaki at1 getiren seyis, eli giirzlii savasci-ve sagdaki ath seyis yine: yerle-
rindedir. Hazine 1485 deki eli tiifekli asker ise; yukariya almmus ve iki esiri
getiren muhafizin Oniine konarak nakkag sahneyi aynen kopya etmekten
kacmmustir. Yine asagidaki grupta soldaki atin Oniine bir savas¢t kommus
ve safdaki atin gerisindeki iki savasci resimden’ cikarimustir. Sancakli gru-
bun gerisine de bir figiir eklenmistir. Isin enteresan tarafi Kraus Sehname’-
sinin nakkasi-Rustem ile Sohrab’m miicadelesini tasvir eden sahnede®® te-
penin gerisine yerlestirdifi- savagg: tiplerini yine Hazine 1485 no: Iu"Seh-
name’deki bu sahineden almustir: Topkapi MLzesmde bulunan Hazine - 1656
no. lu Slraz Sehname’si*” Kraus Sehname’si ile ayni resim atolyesmm mah
olup baz1 ortak kaliplart kullanir ve bu arada Riistem ile- Sohrab’m miica-
delesun tasv1r ‘eden mmyaturde (res. 21) onunla ayni kaynaktan yani Hazi-
ne 1485 no: lu Sehname’den hareket ederek tepemn gerisindeki- savasgﬂarl
bazi ufak farklarla ters cevirerek yerlestirir. Her iki Siraz Sehname’sinin Ha—
zine 1485 no. lu Sehname’yi ve onunla aymi gelenekten gelen bir ‘baska yaz-
may1 model olarak aldig1 aciktir, Aradaki iislip farklarma ragmen bu iic
Sehname yazmast ayni kalip dunyasmdan faydalamr

i Bahls konusu olan minyatiirde esas kompozisyonun yam sira dlger ﬁ-
gur kahplan da baska Safavi Sehname’lerine g6¢ etmistir. Hazine 1656 o.
luSehname’nin Bljenm kuyudan kurtanlmasnu tasvir _eden mmyaturunde
(res 22) kuyunun yanmda dortte ii¢ geriden ve yiizil prof_llden goriinen eli
giirzlii zirhli savaser Hazine 1485 no.lu Sehnamemn Dara’nin 8liimii sah~

nesmde 6n.'planda ortaya yakm tasvir edllen figiiriin ters cevnlerek kopya'

edlhms bir niishasidir. Bu askerin yanindaki ath seyis de _yine aym sahne~
deki seyisin bir benzeri olup aym sozliigiin malidur. Dara’nin &liimii sahne-
sindeki atlr seyislerin- biraz -bagkalagsmis 6rneklerini Topkapi - Miizesindeki
Hazine- 1516 no. lu ve hattat Hasan el-Hiiseyin el-Katib el-Sirazi tarafindan
954 H./1547 M. yiinda tamamlanan diger bir Slraz Sehname’sinin®®. 220r
sayfasindaki- Human’m Bijen tarafindan oldiiriilmesini tasvir eden. minya-

25. E.. Grube, Islamic Pamtmgs " Fxn 125.
26. "A.E., Fig: 117.

27. F.E. Karatay, YZE No. 377, s. 138~ 139
28." A.E., No. 355, s, 133." :

g
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tiirde- buluyoruz (res. 24). Yine Hazine 1485 no.-lu Sehname’de ayni sah-
nedeki eli bagh iki esir.figiiriinden &ndekinin benzerini- Hazine. 1656 no, lu
Sehname’deki Rustem’in -Cin Hakanmni tutsak almasu:n _gOsteren ; mmyatur-
dek1 hakan flgurunde buluruz: (res. 23). O : vl

Daramn Olimiinii tasvir eden minyatiiriin dlsmda ayni eserin dlger ba-

Z1 rmnyatuﬂennde de daha sonrak1 Safav1 yazmalarmda kullamlan kahpla—

.....

komp021syon kalib1 Hazme 1481 no. lu ve 950 H./1543 M: tanhh hattat
Ali el—Kaub tarafmdan yazilan' $ehname’ nin?® ayni olay1 tasvir eden min-
Jaturunde baz1 farklarla kullamlm1st1r (res. 25). Baslica fark ana ﬁgurlenn’
yerlestmlmesmde gorulur B1r oncek1 sahnede ortaya alinan oldurme olay1
burada biraz saga ahmms ve “‘ndeki seylsler tamamen resxmden glkarllarak
oldurme olayl resmin 0n planna alinmistir. ' Bununld beraber Slyavus ve
onun basml késen ‘ii¢ cellattan miitesekkil grup duruslarda pek az bir’ farkla
hemen aynen kullamilmistir. Bu grubun iki yanma cergeve ile kesﬂen 1klser
seyirci eklenmlstn‘ Soldakilerin Oniinde bulunan ve Siyavus§’a dogru 1Ierle—’
yen bir iiclincii figiir dikkati ana gruba, esas olaya ¢ekmeye yardim’ eder, ve
seyis figiirlerinin yerini tutar. Bu 6n plandaki grubun iistiinde Hazme 1485
no. lu yazmada gordiigiimiiz gibi iki’ yanda, stralanan ﬁgurler resmin butun
enini kaplayan ve yukaril asagih yerlesﬁnlmxs bir figiir "dizisi meydana ge-
tirir. Diger sahnede bu grubun iistiine’ rastlayan ii¢ atli seyis burada tepenin
gerisine almrmshr Ug} seyis yerine biri sagda, digeri de solda olmak fizere
iki' séyis goriiniir. Aralarmda iki figiir daha bulunur. Kompozisyon erken
Safavi ornegindeki mcehk zarafet 've hiineri muhafaza etmemekle beraber
daha -¢ok motiflerin yukardan asagiya dlzﬂmesmden ibaret olmasma _rag-
men, ana sema ve esas olay figiirlerinin teskﬂ ettlg1 grup baklmmdan h1c
siiphesiz, Hazme 1485 no. lu Sehname ile ‘ayni familyaya mensuptur Ha—
zine 1485 mo.Iu Sehname nin mmyaturlefmdelu figiir kaliplarinin ne dere—
ce populer oldugunu bu yazmanmn 557t de (res. 14) Husrev Pervxz ile Bah—
ram ‘Cubin arasindaki savasl tasvir eden mmyaturde gorulen eli” kalkanh
savasel ﬁgurunun dlger bazi yazmalarda da kopya ‘edilmesidir. Bunun ben~
zerlerini New York’ta Metropolitan Museum’da bLlunan (43 138) bir Za—
fername’nin bir minyatiirityle®® Topkap: Miizesinde bulunan Hazine 1495

no. lu Fani el-Katib el-Sirazi tarafindan 960 H./1552 M. yilinda tamamla-

29. A.E., No. 354, s. 132-135.
30. E. Grube, The Classical Style..., Pl 39.
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nan bir Sehname’nin®' Nevder ile Afrasiyab’m savasini tasvir eden 58r say-
fasindaki minyatiirde buluyoruz (res. 26). Zafername’de bir eliyle kalkan
tutan ve kilicim ¢ekerek diismana saldiran bu figiir hamle yapar pozdaki
ayag ile bir kayanin iistiine basar. Diger iki Sehname minyatiiriinde ise, fi-
giirler dogrudan hamle yapar pozda Ondeki athnin iistiine saldirir. Bu fi-
giiriin dogrudan Sehname’lerde mi kullamilmaya basladigi, yoksa Zaferna-
me’lerden mi Sehname’lere gdc ettifini sdylemek bugiin elde bulunan or-
neklere gore giigtiir. Ancak Hazine 1495 teki figiiriin de tipki daha Snceki
Sehname’de oldugu gibi bir atliya hiicum ederken gosterilmesi burada figiir-
lerin Hazine 1485 no .lu Sehname’de baska olay: tasvir eden minyatiirden
veya onu kopya eden dzger bir. eserden go¢ etmis oldufu kanaatini uyandi-
rir. Hazine 1485 no.lu Sah Ismail devri Sehname’sinde kullanilan hikiye
ve figlir kaliplarinin Safavi diinyasinda yaygm oldugu ve yeni bir form di-
lini ifade ettigi aym kalip ve motiflerin difer Sehname’lerde de oorulmesm-
den anlagiliyor.

'Bu Sehname’de goriilen kahplann Safavi diinyasinin Gtesine de gegtx-
gini Hazine 1488 no.lu ve 972 H./1564 M. yilinda Buhara’da Muhammed
Baki el-Katib tarafindan Ozbek hiikiimdar: Ebul Gazi Abdullah Bahadir
Han'm kitaplig1 icin yazilan Sehname’deki®? Dara’mmn Oliimiinii tasvir eden
* minyatiir acik¢a gOsterir (res. 27). Buhara Sehname’sinde 6n plandaki fi-
giirler aynen muhafaza edilmistir. Sadece sagdaki seyisin gerisine {i¢ savas-
¢1 daha yerlestirilmistir. Ortadaki grup da aymdir. Fakat burada da iki esir
figiiri ortadan kaybolmus ve onlarin yerine muhafizin gerisine b1r mizrakh
ﬁgur konmustur. Tepenin gerisindeki figiirler aynen muhafaza edilir. Sade-
ce bir figlir yer degistirir. Sagdan ikinci figiir sola, atl figiiriiniin yanmna ge-
tirilir. Safavi ve Ozbek minyatiirleri arasinda bu derece benzerlik Hazine
1485 no. lu Sehname’de tesekkiil etmis olan kaliplarin 1564 gibi geg bir. ta-
rihte, yani Safavi Sehname’sinden 42 yil sonra yapilmis bir eserde Buha-
ra'da Ozbek sarayinda yapilan bir Sehname’ye model olacak kadar meshur
oldugunu gésterir. Birbirine son derece benzeyen bu iki sahne arasinda en-
teresan bir fark insan figiirlerinde goriiliir. Safavilerin penbe beyaz, dolgun
oval gehxeh figiirlerinin yerini biraz uzunca oval cehreli. bugdayims: renkli
Ozbek tipleri almistir.

3L F.E. Karatay, Y.Z.E., No. 356, s. 133,

32. A.E., No. 358, s. 133; 1594 yilinda Ozbek elgisi Osman!1 sarayina iki kuran, 1 Nizami
Hamse’si ve bir Sehname hediye getirmisti. Bu sonuncusu Hazine 1488 No.lu. Abdullah
Han Sehname’si olmahdir. Bak: I. Stchoukine, La Peinture Turque..., s. 32.
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Bir Safavi modelinin kendilerinin can diismani olan Ozbekler tarafin-
dan kullanilmast ilgi gekici bir husustur. Hazine 1485 no. lu Sehnanie 1522
tarihinde yani Sah Ismiail’ devrinin son yillarinda pek muhtemelen Tebriz'-
de yazilmugtir. Gerek mmyatuﬂenmn kalitesi, gereksé motiflerinin daha son-
raki tarihlerde yazilmig Sehname’ler tarafindan kopya edilmesi, eserin yapil-
digi devirde gigir acacak kadar 6nemli oldugunu g@stefiyor. O devirde Iran’-
mn gesitli merkezlerinde bu Sehname’nin veya bazi sahnelerinin kopya edil:
mis oldugu anlasiliyor. Herat’n 1535 yilinda ikinci defa alan Ozbeklerin' o
sirada bu sahnenin tasvir edilmis oldufu bir Sehname yazmasini ele gegir-
mis ve sonradan Buhara’da begendikleri bu resmi kendileri icin hazirlanan
bir Sehiname’de kopya ettirmis olmalar: akla yakindir. Buhara Sehname’sinin
bizzat Ozbek sultanmm sahsi igin yapilmis olmasi ve Hazine 1485 no.lu
Sehname’nin bir kalibmi kullanmasi, onun devrinin iinlii bir Sehname’si ol-
dugunu gosterir. Eser Sah Ismailin &liimiinden iki yil &nce yazimisti. Is-
ciligin kalitesi, iislibun orijinalligi ve motiflerinin etkili olusu bu eserin Teb-
rizde Sah Ismail'in atdlyesinde Tahmasp’m tahta gegmesinden hemen 6n-

. ce resimlendigini akla getirmektedir. O takdirde elimizde Sah Ismailin atdl-

yesinden gelen ve belki de Sah’m kendisi i¢in tasarlanan bir Sehname bu-
lunmaktadir.

Hazine 1485 no. lu Sehname iislip Gzellikleri bakimindan oldugu ka-
dar Isldm minyatiir ressamliginda ve Sehname tasvirlerinde nakkas calig-
masmi gostermesi bakimindan da &nemlidir. Yukarki 6rneklerden anlagila-
cagy gibi, bu orijinal eser, diger Sehname yazmalarina da model olmustur.
Daha sonraki' nakkaslar bu eserdeki formiil ve kaliplari tekrar tekrar kul-
lanmustir. Incelememiz bu kopyacilik faaliyetinin birkag gesitli yoniinii or-
taya koyar. Resimleyecegi Sehname.icin model arayan nakkas i¢in minya-
tiiriinii orijinal olarak kompoze etmekten bagka iki yol vardir: Ya bir baska
sahneyi. oldugu gibi veya biraz deistirerek kopya etmek, veya baska min-
yatiirlerde ayni konulu veya bagka konulu sahnelerdeki kaliplar1 kendi ese-
rinde bagka sahnelerde kullanmak. Anlagildiina gore, nakkas aynen kopya
etmekten kagmmakta ve sahneleri biraz baskalastumaktadir. Baskalasma
¢ok ‘defa motiflerin yerini degistirmek, bazi motifleri resimden cikarmak
veya bazi yeni motifleri eklemek seklinde olur. Kraus ve Buhara Sehname’-
lerindeki Dara’nin 6liimii bu tip calismalarin en iyi Orneklerini- meydana ge-

tirir. Bazan da nakkas kendi sahnesini tanzim ederken daha &nceki Sehna-

me’lerde gayesine uygun figiirleri bulur ve onlar1 bambaska bir kompozis-
yon ve muhteva icinde kullanir. Béylece bir orijinalden ¢ikan bircok yazma-

lardan meydana gelen familyalar ortaya cikar. Islim minyatiir ressamliginin
Sanat Tarihi - Forma : 33
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birgok devrelerinde bu familya c¢alismasiui buluruz. Siraz Tiirkmen devri
Sehname’leri*®, Buhara Ozbek Sehname’leri3* gibi kendilerine has formiil
ve kaliplar1 gosteren bir -takim eserler her devrin ve merkezin kendine mah-
sus bir form dilini kullandigim ve bu dilin bazan smirlar asarak baska mer-
kezlere de ulastigini gosterir. Hazine 1485 no. lu Sehname’de tesekkiil etmis
olan kaliplar ve bunlarm Siraz ve Buhara eserlerinde kullanilmas: bu husu-
su teyit etmektedir. Ancak eldeki eserlerin bolluguna ragmen smirh olusy,
bu farmlya zincirlerini tam olarak ortaya koymaktan bizi alakoyar. Diin-
yanin biitiin koleksiyonlarmda bulunan minyatiirli yazmalarin miimkiin ol-
dugu kadar ¢ok ve tam bir sekdde yaymlanmaSI stiphesiz bizi blrgok husus-
larda aydmhga g1karacaktu‘ T ) - -

33. Yazar Istanbul Topkap: Miizesinde bulunan Siraz Tiirkmen Sehname’lerinde bu famiiya
meselesini cTobkapx Sarayr Miizesindeki Sehname Yazmalarimn Minyatiirleri Uzerin-
de Analitik Calisma» isimli 1972 Mart'inda Istanbul Universitesine takdim ettigi dog:ent-
Iik cahgmasmda incelemistir.

34, Yazmd vukarda zikredilen gahgmada bu konuya da témas etmistir,

Hazine 1504 No. lu 1509 tarihli Sehnamé g, 107r Styavug'un Slimil

Resim 1.

Shahnameh Hazine 1504 dated 1609 fol. 107r Death of Siyavush.
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Hazine 1476 No. lu Sehname s. 257v Afrasiyabhin 8limi

Shahnameh Hazine 1475 fol, 267v Death of Afrasiyab.

Resim 19.
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A MANUSCRIPT OF THE SHAHNAMEH FROM THE PERIOD
OF SHAH ISMA'TL
AND
ITS INFLUENCES ON THE LATER SHAHNAMEH ILLUSTRATIONS

Giih_er INAL

Among the; ISlamic miniatures little is known about those of the early
Safavid period. “The studies on the Safavid miniatures! mostly deal with

those of the Shah Tahmasp period (1524-1576), and the early Safavid
- painting, espeeially that of the period of Shah Isma’il (1501-1524) is very

often neglected. The main reason for this is the lack of the manuscrlpts
bearing any record which indicates that they have been executed in ‘the
court workshop of Shah Isma'il in Tabriz. In Shiraz, on the other hand,
a group of manuscripts shows a characteristic miniature style indicating
the presence of a workshop in that city2. The Shahnameh Hazine No. 1504
dated 1509 in the Topkapi Museum3 and another one, Hazine 1494, in the
same collection4, contain miniatures in this styleS. The most characteristic

1. For the main references on Safavid painting see the following works of I. Stchoukine :

Les Peintures des manuscrits Sa/avxs de 1502 & 1589, Paris, 1959; Les Peintures- des

manuscrits de Shah *Abbas 1 er & la fin des Safavis, Pars, 1964.

B. W. Robinson considers this style as a continuation of the Shiraz-Turcoman style.

See: B. W. Robmson, «Origin and Date of the Three Famous Shahnameh Illustratxons»

Ars Orzentahs, I (1954), pp. 110-111.

3. FE. Karatay, Topkapt Sarayz Miizesi F arsca Yazmalar Katalogu, Istanbul, 1960.

" No. 349, p.-131. S

4, Ibid., No. 371, p. 137. :

5. Other manuscripts containing miniatures in this style:

i, The Destan of Jamal and Jalil by 'Asafi 1502-1504. («fr.: B. W. Robinson, Op. Cir,

"~ p. 108; K.v. Zetterstein and C.J. Lamm, Muhammad Asafi. The Story of Jamal and
Jalal, Uppsala, 1948).

ii, The cAssar manuscript in the National berary in Paris (Suppl. pers. 765) Dated 1504.
(rfr. : B. W. Robinson, Op Cit., p. 109).

S

i The Kevorkian Nizami dated 1513. (rfr 1bid).

v, Kulhyat of Sacdi, Oxford, Bodleian Library (Frazer 73) circa 1515. (ffr.: Idem, A
Descriptive "Catalogue of the Persian Paintings in the Bodl_exan Library, Oxford,
1958, pp. 90-92). '

_v. Rulliyat of Saddi, London British Museum (Or. 11847) dated 1513-14. (ofr.: Ibid).
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features of th1s early Safavid style are small, elegant figures, with pink
round faces and swift movements wearing a twelve-folded . Safavid tur-
ban with a rather thick baton in the centre. The elements of nature are
peculiar too. The rocks in d1verse colors open .up like the fmgers of a
hand, and the ground covered with grasses dark and light green is very
typical in the landscapes of these miniatures. Blue, pink, white and gold
clouds resembling crabs. adorn the sky paintéd blue or. gold. The ﬁgures
are arranged vertically on the surface of the miniature. Thus the type of
the composition with parallel planes . developing honzontally between
both sides of the picture, the common compositional type “of the Turcoman
period, starts to disappear. The decorative elements.dominate the miniatu-
re. Thé miniatures in the Shihnameh Hazine 1504, still under the’ mﬂuen-
ce of the Turcoman pamtmg, show horizontally arrangéd scenes (F1g 1)..

In the miniatures of the Shiahnameh Hazine 14904, however, one sees the
adoption of the vertically developing compositions of the Safavid perlod
(Fig. 2). Apart from these miniatures, in which. the motifs of decoration,
the elements of nature and the human figures mix with each other for-
ming crowded compositions, in another " manuseript of the ' Shahnameh
in the same collection, in the manuscript Hazine 1485, one distinguishes
a completely different style. In the scenes where the motifs are arranged.
in a particular order, a very refined taste of decoration and a very deli-
cate style of painting draw attention. This manuscript, which has escaped
the notice of the scholars in Islamic artf, ‘bears the date 928-H./1522 A.D.
indicating that it was completed during- the last years of the Teign of Shah
Isma'il (1501-1524). The quality of the miniatures suggest that they were
the products of the court workshops. As we shall see below, the motifs and
patterns of some miniatures have migrated into some other manuscripts
executed at a later date showing the irnpo;'tance of this manuscript at that

vi. Kulliyat of Saddi, Istanbul, Topkap: Museum Hazme 748. Dated 1514—15 (rfr.» Kara-
" tay, Op. Cit, No. 533, p. 186). ;

vii, The Khamsah of Nizdmi, New York, Hans P.: Kraus Collectxon, Circa 1515. (rfr.:
E. Grube, Islamic Paintings from the 1Ith to ‘the 18th Century. The Collection of
Hans P. Kraus in New York, Germany, 1971, pp. 121-139;‘No. 81-113.

viii. The same work, Topkapt Museum Hazine 791. Dated 1505-1506. (rfr.: Karatay, Op. Cit.,
No. 435, p. 157. 1 should like to thank Dr. F. Cagman, the curator of the manuscripts
in the Topkapt Museum for her valuable help to find these manuscripts).

ix. The same work in-the Topkapt Museum, Hazine 783. Dated 1513-14. (rfr.: Ibid., No.
439, p. 158).

x. The same work, Topkap: Museum, Hazine 766. Dated 1516. (rfr.: Ibid., No. 440,
pp. 158-159). .

These manuscripts, most of which have been executed in Shiraz, show that this style
was- practiced by a workshop in that city during the years 1501-1516.

6. Only one miniature of this manuscript is reproduced in A. Milani, A. Karahan and
T. Yazici, Sehnamelerden Se¢me Minyatiirler, Istanbul, 1971,
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i 9. 85v Keykavis ascending to the sky A

ti In thi ticle I trod S,

ime. s article I am going to introduce its miniatures and examme: 145%175 . within the text.

1 N
their influences on the later Shahnameh illustrations. 10. 100v Rustem kills Sohrib B

The manuscnpt is preserved in a brown leather bmdlng It contams .

626 folios measuring ‘345x205 mm. On each page are 24 hnes of writing” ‘in } 11 1ior ;fog{vlj:h T?;;s?;lo:; t,lr:r pae:.
four colums 105 mm. in length. Acecording to its colophon on page 626r it e 13%){185 mm Wi%hjne th et'xt
was completed by Muhammad b. Jamal al-Din al-Katib in the ‘month of 12 ‘i20v Sivavush la' ing- pol € Ae :
RaJab of the year 928 H., that is in May 1522 A. D. It is very possmle that ’ 133(; 185 b mghfl;) 0 L
the calligrapher Muhammad b. Jamal al-Din al-Katib was identical with 4 + 130x185 mm. within the text.
Amir Jamal al-Din Muhammad Astarabadi who was appointéd sadr m ( 13. 133v The death of-Sl‘yéyush A
Tabriz in the beginning of Shah Tahmasp’s reign in 930 H./1523- 247, 145x185 mm. within- the text.

this case the manuseript seems to have been executed in Tabriz. Fu-st 14. 147v Giv takes Piran prisoner B

folio in the bodk is missing. It has two illuminated chapter headings, (7v, ' . 145x190 mm. within the page.

297v) and 43 miniatures rendered in two styles not very different fromi ; 15. 154r ZXeyhusrev’s accession to the throne A
each other. . o ' _ L _ : 145x190 mm. within- the page.

16. 163v The battle’ between ‘Bijen and Furid B
L A ) ) » ’ 145x175 mm. below the text. '
Idenﬁfication of the Miniatures: . - - o - L ' (‘ 17 190v 'fsh ;Xls;rﬁuﬁ ]ﬁﬁnthlzuii? and Kamus A
e o _ k o o ‘ 18. 199r Rustem takes the Khagan prisoner A
R . 170x235 mm. almost the whole page
1. 1r Firdavsi and the poets of Ghazne A.
: . 19. 207r The struggle of Rustem with Piiladvand A
9. '101; Ililasxwzrth onmthtelalethlfcl fﬁle _:f t,he page. i 170x230 mm. almost ‘the whole page. °
: 3 p ) 20. 211r Afrasiyab comes to fight “with Rustem A

. 155x175 mm. below the text. :
- 165%250 mm. slmost the whole page

. le of dii h Dhahhiak .

.3 19v The Batfle of Faridan wit ahbak A 21. 227v Rustem saving Bijen from the pit B

o - 140x175 mm. within the text. . - : ;

4, 32r The battle of Minficihr with Salm and Tor B 29, 954 '11‘41‘10}(921' 1 lethln thé ?Xt d Pi A
145x180 mm, almost the whole page. : v 1 4: 1s70ugg N be‘lwee’;h " aiz and Piran :

5. 50r Zal displaying skill before Minficihr A S xLIU mm. below. the tex o

.. 23. -266v Death of Shlyde B i

130x165 mm. within the text. - : -
6. 60r The battle of Navdar with Afrasiyab B 135x185 mm. within the page.

140x170 mm. below the text. 24. 286v Keykhusrav putting Afrasiyab.to death A
7. 67r ‘The battle of Rustem with Afrasiyab A ) . ) 155x165 mm. below the text. K .
. 125x180 mm. below the page. : 25. 294v- Keykhusrav leaves his -throne to Gushtasp A
8. 76r The struggle of Rustem with the Akdiv A : ‘ { ‘ - 155%165 mm; below the text.. . .

130x170 mm. within the fext. @ . . : 26. -310v " -A lettér-to Gushtasp. from- Ar]asn A
=+ 160%X185 mm. below the fext.
. : : ’ 27. 321v Defeat of Gushtasp by Arjasp A
7. Qadi Ahmad, Calligraphers and Painters. A Treatice by Qadi Ahmad, Son of Mir o < 150x145 mm. below the - text.

Munshi (circa A.H. 1015/ A.D. 1606). Trans‘.atcd from the Persian by V. Minorsky 28. 336r Isfandiyar } i1 Arjasp A
with an Introduction by B. N. Zakhoder transiated from the Russian. Freer: Gallery o 150%145 _ below the text.

of Art Occasional Papers, Col. 11I, No. 2, Washington D.C., 1959, p: 152. Minorsky
in footnot 532 on. the same . page states that in Takhmilat al-Akhbar of of Zayn
i Joomne ¢ same - page iy Y A 125%170 mm. below the text.
a'-cAbidin the -name of this person was mentioned as Muhammad. In that case . :
. - . - ) : AR AN 30. .362r Rustem shoots Isfandiyar A

Muhammad bin Jamil al-Din, the calligrapher -of our manuscript will be identical s PSR T ; > :

. : . . . . . 120%170 mm. below the text..
with this person. t

i 29. 345r Bahman throwmg a rock to Rustem 'A




31. 369v Rustem shoots Shaghad A
140x120 mm. below the fext.
32. 382r Death of Dara B
140x190 mm. almost -the Whole page.’
33. 393r Alexander’s image shown to Qaldafeh A
. 130x180 mm. below the text.
34, 408r 'The battle of Ardashir with Ardavan A
130x160 mm. below the text.
35. 424r.  Battle of Shapiir withTadr and execution of some people A
130170 mm. within the text.
36. 428v Bahram Ghir fighting agamst two hons A
’ 125x%175 mm. within the text.
37. 460r Bahram Ghiir restles with Mendvar A
: 120x155 mm. below the text. .
38. 496r Letter from the Khaqan to Kisrad Anushn'van A
’ 125%170 mm. below the text.
39. 516r Anushirvin and Buzurgmihr A
130x145 mm. below the text.
40. 557r The battle of Khusrav Parviz with Bahram Chubin B
120x180 mm. below the tekt. »
41. 574r The battle of Khusrav Parviz with Bahram Chubm B
125%140 mm. below the text.
42, 606v Death of Khusrav Parviz A )
110x195 mm. almost the whole page.
43. 621v Death of Yazdigard A )
120x185 mm. almost the whole page.

Compared with the miniatures of the previous manuseripts the size
of the miniatures in.this manuseript has increased. They sometimes oc-
cupy the whole page and overlap the margin. Only a few lines of writing
appear in the painting. Tn these miniatures we can -differentiate two styles
which we can call «A» and «B»..

The miniatures on fohos 10r (Fig. 3), 85v (Fig. 4), 110r (Fig.-5 and
6), 120v (Fig. 7), 133v (Fig. 8), 154r (Fig. 9), 207r (Fig.  10) and 310v
(Fig. 11) represent a rather decorative style which we call style «A». The
colored ground forming the landscape in the miniatures in Figs. 7, 8 and
9 is decorated with large and small plants and flowers without- leaving
any empty space. Sometimes these flowers and plants, which come out
of the rocks as we see in Fig. 10, form triangles tapering towards the top.
In some miniaturés as we see in-Figs. 7 and 8 their branches bend to a
side as if blown by the wind. They are rendered exquisitely like a lace,
and impart a very decorative outlook to the picture with their bright and
varied colors. We encounter with a similar rendition of the plants in a
group of manuscripts executed in the Ottoman Court during the years fol-
lowing the conquest of Tabriz by Sultan Selim I. The plants or flowers
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with bending branches rendered somewhat larger in-the miniatures il-
lustrating the two divans of Al Shir Nev&i® (Revan 806 dated 940 H./
1534 A.D. and Revan 804), and a Khamseh of Nev3i® -(Hazine 802 dated
937 H./1530-31 A.D.) ressemble the motifs in our Shahnameh. - R
Although we see similar types of plants and flowers with bending
branches in the miniatures on folios 382r (Fig. 12), 557r (Fig. 14) and 574
(Fig. 15) rendered in style «B», they look meager and smaller than those
in style «A», and instead of covering the whole surface, they-are merely
scattered here and there. If we compare this surface decoration with those
in the manuscripts of the Shahnameh Hazine 15061° and Hazine 1507 in
the Topkapi Museum which come from the Turcoman period (Figs. 16 and
17), we see that the static looking foliage seen from above or in profile in
the Turcoman examples have given way in favour of a rather naturalistic
foliage style with some movement. As we see in Figs.'5 and 8, the gilded
or blue painted sky is sometimes decorated with the clouds in Turcoman
style (compare with Fig. 18). Although rare, clouds in erab form are also
used (fol. 362). In some scenes, such as the one in Fig. 14, the blue. sky
is covered with Chinese clouds in gold giving a more decorative effect. -
"Among the elements of landscape the rocks also display interesting
forms. In the miniature on folio 10r (Fig. 3) depicting the reign of Ka-
yamarth rocks painted dark and light purple resembling mush-rooms
replace the fan-shaped Turcoman rocks (Fig. 18). In a way: the Turcoman
rocks have been reduced in size and juxtaposed one above the other thus
having a more decorative outlook. These types of rocks are seen in the
miniatures on folios 76r, 153v, 190v, and 345r executed in-style «Ax.

One of the best representations of the nature is found in the miniature
on folio 85v (Fig. 4) illustrating the story of Keykavis’ ascension to the
sky. The landscape represents the forest where the throne of Keykavus
has landed!2. In the miniature a fiver surrounded by some reeds is de-
picted. On the left near the reeds is a lion and on the right are two boars.
Biege colored ground is decorated with very fine plants and flowers.
Clouds resembling achtopus decorate the light blue sky. They have shades

8. For the anuscript Revan 806 see: F.E. Karatay, Topkapt Sarayi Miizesi Kiitiiphanesi
Tiirk¢e Yazmalar Kataiogu, Istanbul, 1961, 11,' No. 2292, p. 103; 1. Stchoukine, La
Peinture Turque d’aprés les manuscrits illustrés. -1 e partie de Sulayman Ier a 'Osman
II, 1520-1622, Paris, 1966; pp. 34-55, pls. XII-XIIL
For the manuscript Revan 804 see: Karatay, Op. Cit., No. 2293, p. 104; I. Stchoukine,
Op. Cit., p. 55, pls. XIV-XV.

9. For the manuscript Revan 802 see: Karatay, Op. Cit.,, No. 2299, p. 106; L. Stchoukme,
Op. Cit.,, pp. 52-54, pls. X-XII.

10. Karatay, Farsca Yazmalar Katalogu..., No. 338, p. 128.

11. Ibid.,, No. 343, s. 129.

12. For the descnpnon of this story see: The Shahnama of Fxrdausz translated into the
English by A.G. Warner and E. Warner, London, 1905-25, Vol. II pp. 102- 104.
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in red and black. Various trees are.scattered here and there. Apart from
this advanced sefting of the landscape and taste of decoration, one notices

a difference in the iconography. Keykaviis is not alone as it is mentioned

in the story'3, but he travels with two of his'sons. The landscape, together
with the descending throne mdlcates that this is the moment when Key-
kavus lands in the forest.

Paralleled with the exqm51te workmanship and decoratlon ev1dent in
the representations of the natire, one also sees a very delicate work-
manship of the detail in the architectural images of the miniatures. The
miniature illustrating Siyavush crossing the fire on folio 110r (Fig. 5 and
~ 6) is depicted following the narration in the textl4. On the left and so-
mewhere close to the centre Siyavush is shown in the golden flames which
have taken exaggerated shapes. To the right Kaviis watches the event on
horseback. Behind him is an attendant on horseback. Suddbe watches from
one_of the windows of the palace. At the door the heads of the two guards
are seen. In this miniature the facade of the building is rendered very
exquisitely as a decorative surface by showing each detail of the tiles, the
workmanship of which resemble that of the jewelry. The tiles in which
white, green and dark blue are the dominating colors are formed by stars
and crosses, and they shine on the surface like precious stones. Another
remarkable feature in this facade is the rendition of the vault above the
window through which Sudabe looks. This typical Safavid vault ribbed
and covered with tiles is also seen in some other miniatures. It is seen in
the miniatures depicting. the adventures of Bahram  Ghiir with the seven
princesses (fols. 215v, 223r; 226v, 230v, 235v, 241, 246v) in the Khamseh
Hazine 760 dated 941 H./1534 A.D. in the Topkapi Museum!'5,-as well as
in the Shahnameh Hazine 1475 (fol. 257v, Fig. 19) in the same collection's,
whlch depicts the death of Afraswab In this latter manuseript the ren-
dition of the architecture is more detailed. We even see the cherubins and
the angels adorning the vaults in detail. The manuseript of -Mantig al-Tayr
of Farid al-Din <Attar in the Metropolitan Museum from the seventeenth
century?? shows that this characteristic continued also during the following
periods. Here we Wxtness the reflection of the architectural features of
the period into the book painting. Thus, the symbolic rendition of the
architecture in the miniatures starts to acquire a somewhat realistic out-
look reflecting the architecture of the time.

In the miniature on folio 310v (Fig. 11) illustrating the story of
Gushtasp receiving a letter from Arjasp the interior of a court is depicted.

13. 1bid.

14, 1Ibid., pp. 200-222. .

15. Karatay, Op. Cit., No. 447, p. 160. The manuscript was written by Murshid -al-Shirazi.

16. For the Shahnameh Hazine 1475 see: Ibid., No. 366, p. 136.

17. See: E. Grube, «The Seventeenth-century Miniatures,» The Metropolitan Museum of
Art Bulletin, XXV, No. 9 (May 1967), pp. 339-352, Figs. 6, 7, 9.
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On the left an iwan opening to a courtyard and on the right a garden
behind it form the setting of the scene. The iwan wall contains two rows
of windows opening to a garden. Through those below some personages
are seen. The windows above contain the best examples of the glass
workmanship of the peried with colorful, delicate design of foliage. Above
them we again see the typical Safavid vault. The spandrels of the arches
of the iwan are decorated with Chinese clouds elaborately. On the right,
just behind the courtyard, is the garden with flowering trees, green gras-
ses, and flowers. The same combination of the architecture and the garden
is seen in the miniature. on folio 154r (Fig. 9) depicting the accession to
the throne of Keykhusrav Here the iwan occupies the central room and
is surrounded by some tiles which form-a rectangular frame around it.
The rear wall of the iwan is also covered by tiles up to a certain height
and above them there is an area with wall paintings. The empty throne
of Keykhusrav is in the centre and in the foreground we see Rustem
paying homage to Keykhusrav. To the right and ‘left of this. group are
three attendants. Agam to the right of the iwan we see the- entrance.
A page stands in front of the door and above him some men and women
in the balcony watch the ceremony. The garden of the palace oceupies the
right side of the picture. What is peculiar here is a motif of gardner in
front of the garden. It is a very old motif which has been depicted in the
works of Islamic art from the early periods oni8, Here we see the inclusion
of a motif from the daily life bearing a character of genre into the sphere
of the court scenes which usually have a rather official outlook. The com-
bination of an iwan or a pavillion with a garden appears also in the Im-
niatures of Sadi’s Gulistan in the Rothshield éollection, which is attribu-
ted to Behzad'® and becomes popular in the patterns of the court scenes
during the Safavid period: The sameé feature appears in the miniatures of
the Khamsah dated -1524-25 in the Metropolitan Museum (13.228.7)2°. We
find the best examples of these scenes in the Houghton Shahnameh dated
152721, :

The dxfferences in style seen in the rendition of the landscape in the
miniatures of this manuscript are also evident in the depiction of the hu- .
man’ figures. In the miniatures on folics 85v (Fig. 4), 110r (Fig. 5), 133v

18. This motuf appears on the works of Isiamic art from the " end of the twelfth and
beginning of the thirteenth century. We see it in the miniatures of the Kitdb al-Tiryaq
from this period. See: R. Ettinghausen, Arab Painting, Geneva, 1962, pp. 84-85. Es-
pecially in the miniature on p. 85 under the tree in. the garden next .to the buxldmg
where the ruler sits is a figure with a showel.

19. See: E. Grube, The Classical Style in Islamic Painting, Germany, 1968, pl 36.3; There
is also an article about this manuscript : E. de Lorey, «Behzad. Le Gulistan Rot.hshleld»

. . Ars Islamica, TV (1937), pp. 122-143, T C-

20. -E. Grube, Op. Cit, pl. 63..

21. Ibid., Pls. 66-74.
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(Fig. 8), 207r (Fig. 10) in style «A» the majority of the figures show slen-

der types. In contrast to the angular full faces in‘the Turcoman numatures )

(see Figs. 16,-17), they have full oval faces. Apparently, they represem
a -different stock of people,'presumably, the Safavid types. In the mmlaitu-
res in typé «B» such as those on folios 382r (Fig. 12), 557r (Fig. 14) and
574r (Fig. 15) types with fu]l angular faces such as those in the Turcoman
paintings are dominating. The compressed features of the bodies also re-
semble: Turcoman figures. We see the relatives of the warriors depicted in
the miniature on folio 574r (Fxg 15) in the Turcoman ‘Shahnamehs. The
warrior with a shield on the nght hand side of the miniature in Hazme
1485 derives from the same source as the warrior with the shield in the
miniature on folio -460v depicting the battle of Antishirvan (Fig. 16) of
thé Shahnameh Hazine 1506 dated 1486. Agam the figure shooting h1s
arrow in the Safavid miniature resembles the same motif in the mlmature
on folio 407r depicting the battle of Shapar (Fig. 17) of the” Shahnameh
Hazine 1507 dated 1494 in the Topkap1 Museum. Therefore, the miniature
in Fig. 15 represents a rather limited and conventional figural style de-
riving from -the Turcoman repertoire of figures, whereas the figures in
the miniatures in style «A» point to a new stylé which appeared at the
beginning of the sixteenth century. The diversity in the postures, gestures,
movements and arran'gement of the figure’s ‘in style «A» explains this point

. The mlmature on fcho 207r (Flg 10) depicting Rustem’s struggle with
Puladvand brings together many different types. of -figures. The ﬁgure of
Piuladvand lying on the ground somewhere around the centre of the
picture, the .expressive face of his horse approaching him, convey an in-
teresting and. original attitude of painting which goes beyond usual pat-
terns. In this miniature one can discern the freshness of a pictorial attitude
which. prefers to experience with new motifs and new ways of expression
rather than copying old models.- In the complementary figures which serve
to draw our attention to the main figures or the theme, we notice unusual
- postures. The figure of the horseman just above the dead body of Pilad-
_vand seen foreshortened from the rear, draws the attention of the specta-

tor to the dead with its unusual posture. Two tiny warriors in the front
and at the same axis with Paladvand form other interesting motifs to in-
vite the unlooker into the painting. Apart from them, the warriors sur-
rounding the main figures draw attention to them with their postures and
gestures forming a circular movement around the main theme. The ‘group
of horsemen on the lower right-hand corner reminds one of the Turcoman
figures. It is very possible that the same master produced both styles in
the same picture or two different artists might have worked together in
one miniature. Rustem and Piiladvand are placed in the empty area sur-
rounded by all these figures. This nucleus of the picture, together with
the foreshortened horseman and a figure of the div about to throw a rock
placed above, and two tiny confronted warriors in the frontal plane form
the central axis of the picture. Thus by a skillful arrangement of the fi-
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gures and the thovement, a composition revolving around a central axis
is created. In the miniature on folio 110r (Fig. §) the artist has placed the
horsemen figures seen frontally behind the hill. Two horsemen on the left
are seen completely frontally, and by turning the head of the horse of the
third horseman on the left, the artist has achieved. to overcome the mo-
nothony. In the miniature on folio 133v (Fig. 8) depicting the death of
Siyavush, the.main figure Siyavush shows a new pattern. The pattern of
Siyavush in the same story depicted in the miniatures of the Akkoyunlu
Turcomans is completely different. The miniature on folio 158v (Fig. 20)
in the Shihnameh Hazine 1491 dated 14952? depicts this event with a dif-
ferent pattern. It consists of three figures. One of them, the executioner
holds:Siyavush by the hair with one hand, and with the other he cuts his
throat. A second person holds a basin. Siyavush kneels on the ground with
one knee raised, and hands tied behind. The same pattern was preserved
in the early sixteenth centiiry Shirazian Shahnamehs as we see in a mi-
niature of the manuscript Hazine 1504 dated 1509 in the Topkapi Museum
(Fig. 1). In the Safavid Shahnidmeh which we examine, on the other hand,
a fourth figure has been added. to the group. He holds Siyavush by the
feet. Siyavush lies on the ground, his body making a curve as if distorted
by pain. The posture of the executioner is 'also different. He cuts his
throat holding the knife by both hands. A third man again holds the ba-
sin. Although we notice the traces of the Turcoman painting in some fi-
gures, as mentioned above, in the miniatures of this Shiahnameh the exis-
tence of a new workshop Workmg with new patterns and formulas is evi-
dent. : -
" In some scenes, probably in a later period, thé names of the persona-
ges are written next to their figures. In the miniature on folio 32r de-
picting the battle of Minficihr with Salm and Tir and the one on folio 60r
depxctmg the battle of Navdar with Afrasiyib the names of the heroes are
added next to the figures.

In some scenes such as the one on folio 382r (F1g 12) depicting the
death of Dara, the warriors wear armours decorated with gold and silver
bands. In the miniatures on folios 19v, 147v, and 266v we see chequered
armours formed by the mtersectmg bands of gold and silver. The head
gear of the women is consisted of a sort oﬁ white scarf concealing the hair
falling down to the shoulders with some -folds on either side. The head
gear of Sudabe in Fig. 5 is of this type. The men wear typical twelve-
folded Safavid turbans with high batons in ‘the central - .part. Sometimes
the turban is made of a colored cloth containing blue, brown and green
bands as we see in the figure of Siyavush in Fig. 7. This type of head gear
was popular in the mid-sixteenth century.

In the miniatures of this Shahnadmeh there occur also new types of
compositions. Although some miniatures preserve the Turcoman type of

22, Karatay, Op. Cit, No. 345, p. 130.°
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compositions with three parallel planes developing along the width of the
picture frame (Fol. 574r, Fig. 15), the compositions which develop verti-
cally covering the whole surface of the picture start to dominate the ma-
nuscript. This type of a composition was convenient to create a decorative
surface as well as to form rich and crowded scenes. In the miniatures on
folios 120v (Fig. 7), 133v (Fig. 8) and 207r (Fig. 10) such compositions
are seen. The miniature on folio 207r (Fig. 10) depicting the fight of Rus-
tem with Paladvand although shows a crowded scene as mentioned be-
fore, at the same time it forms an example of a very skillful composition
with the arrangement of the figures around a central axis to draw the
attention to the nucleus of the story. Thus a composition revolving around
a central axis is created. The famous master of such compositions was
Behzad as we see in a miniature of the Gulistan of Sadi formerly in the
Rothshield collection in Paris depicting the youth of Kashgar?s. If we re-
member the fact that Behzad was appointed director to the Court works-
hop of Shah Isma.il in Tabriz in 152224 we discern his influence in this
miniature within the sphere of a rather decorative style. The realism seen
in the horse head on the left, the foreshoriening in the horseman above,
the arrangement of the whole scene suggest that the artist who had a cul-
tivated taste for surface decoration might have utilized some principles
he has learnt from the great master. In the miniature on folio 32r depicting
Miniicihr's fight with Tar and the one on folio 67r depicting Rustem un-
saddling Afrasiydb we notice the same peculiarities. In the miniature on
folio-133v (¥ig. 8) depicting the death of Siyavush, although the compo-
sition is formed by parallel planes, it preserves the vertical direction. Two
tiny figures of the grooms in the frontal plane introduce the scene to the

‘spectator. Above them, is the main .group with Slyavush and the execu-

tioners. A decorative bunch of flower just above the: group draws our at-
tention to the vital event of the story, the act of the execution. The fi-
gures four on the right, three on the left forming a row on either side of
the flowers represent those who were present during the tragic event, and
also serve to direct our attention to the main group with their gestures.
Further above, three figures of the grooms form the border of the scene.
Apparently, since the painter avoided from giving a monothonous picture
with a full symmetry, he has placed a third groom,behlnd the one on the
left. : . )
The miniature depicting the death of Dara on folio 382r (Fig. 12) in
style «B» although shows a rather simple type of a composition, the scene
develops vertically. In fact this type of compositions is closer to the Tur-
coman type since it develops in parallel planes. The main theme, the .deeth

23.  E. Grube, Op. Cit, Pl 36.3.

24. See: L Stchoukine, Les Peintures des manuscrits timurides, Paris, 1954, p. 22 ‘M. M.
Qazwini — L. Bouvat, «Deux documents inédits relatifs a8 Behzad,» Revue du monde
musulman, XXIV (1914), pp. 152-134,
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of Dard in the arms of Alexander, is placed in the centre. The spectators
below and the warriors behind the hill form the two other planes in the
picture. On the lower left-hand corner a warrior with a lance, a groom
with a pointed cap leading a horse, another warrior seen from three quar-
ter view and his head in profile leaning on his mace, then a soldier with
his gun and another small groom with his horse together with two-war-
riors occupy the frontal plane, and lead the eye of the spectator further
above. The motif of dying Dari. surrounded by a guard bringing the two
prisoners, the veziers of Diara, on the left and by two soldiers, one hol-
ding a flag on the right, occupies the central plane. Above, behind the hill
a.row of watching warriors form the third plane. Inspite of thé presence
of three parallel planes, the arrangement. of the figures in different levels
causes a diversity within the picture. The figures which are meant to be
on the same plane are placed on different levels. A diagonal movement is
introduced into the picture by the figures of the prisoners. The two war-
riors with the flag is somewhat above the main motif. Thus, by placing
figures on different levels, and indicating the distance between them, the
artist has succeeded to discard the monothony caused by the repet1t1on of
the parallel planes. : . -

Both miniatures, those 'in style «A» and style «B», represent very de-
licaté scenes with skillful compositions, and indicate that this manuscrlpt
was designed as an original being a work of first quality. Another impor—
tant aspeet of the miniatures is that some of their patterns and scenes
have inspired the later Shahnameh illustrations by bemg copled in various
periods and centres.

. Among the rmmatures of tms Shahnameh the one deplctmg Daras
death (Fig. 12) has especially served as a model for some later illustra-’
tions of the same story. The Shahnameh preserved in the collection of
Hans P. Kraus in New York, and executed by the famous calhgrapher,
Murshid al-Shirazi in Shiraz in 945 H./1539 A.D?5. depicts the same scene
with the_same motifs only by changing the place of a few figures. The
main ﬁgures of Dara and Alexander again occupy the central room. The
soldier bringing the two prisoners and the two warriors with the flag are
also kept as they are. The groom and the warrior with a mace in the fron-
tal plane are also kept. But the soldier Wlth the gun is taken above and
placed before the soldier bringing the prisoners. The artist has added
another warrior before the groom in the frontal plane, -and has eliminated
the two warriors behind the horse on the right in the same plane. He also
added another figure.to the group with the flag. Thus the painter has
avoided to copy-the scene as it is, and made a few alterations. The in-
teresting point is that the painter has also used the same warriors behind
the hill in another scene depicting Rustem's fight with Sohrab in the same

25. E. Grube, Islamic Paintings..., Fig. 125,
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manuscript?®. Another Shahnameh from the same workshop with the
Kraus Shahnameh in the Topkap:r Museum, Shihnimeh Hazine - 165627
uses some common patlerns with if, and among its miniatures the scene
depicting Rustem and Sohrab (Fig. 21) contains similar warriors behind
the hill. Inspite of some facial differences, the same group is placed mir-

ror reverse. It is evident that both these Shiahnamehs have taken either

our Shahnameh or another deriving from the same source as a model for
their scenes. Inspite of the differences of style these three manuscrlpts of
the Shahnameh use the same vocabulary. _ .

In the miniature in question, apart from the main comp051t10n some
single motifs and patterns have also migrated into other manuscripts.
The figure with a mace-seen from the rear in three quarter view and head

in profile in the miniature depicting Rustem rescuing Bijen. from the well

in Hazine 1656 (Fig. 22) is a mirror reverse version of the same figure in
the Daré scene in Hazine 1485. The groom next to this warrior is also si-
milar to the one in the same scene belonging to the same vocabulary. We
find other diversified versions of these grooms in another manusecript from
Shiraz, in a Shahnameh in the Topkap:r Museum Hazine 151628, The ma-
nuscript was written by Hasan al-Husayn al-Katib al-Shirazi in the year
954 H./1547 A.D. The numature on folio 220r (Fig. 24) depicting Bijen
killing Human contains grooms of this type. Agam the parallel of the ve-
zier in the front in the Dara scene is found in the figure of the captured
Khaqéan in the miniature depicting Rustem taking the Khaqin as prisoner
in the manuscript Hazine 1656 in the Topkap:r Museum (Fig. 23).

" Next to the miniature illustrating the death of Dara, there are other
miniatures in the Shahnameh Hazine 1485 which have been taken as mo-
dels by later manuseripts. The miniature on folio 133v (Fig. 8) which shows
the death of Siyavush has inspired the same scene in the Shahnameh Ha-
zine 1481 in the Topkapi Museum which was written by the calligrapher
Al al-Katib in 950 H./1543 A.D.2? (Fig. 25). The main difference is seen
in the arrangement of the main figures. The event of the execution, which
was depicted in the cenire in the previous miniature, is taken somewhat
to the right, and by the elimination of the grooms who occupied the fron-
tal plane it is depicted in the front. The figures of Siyavush and the three

executioners, on the other hand, are repeated with some slight differénces’

in postures. On either side of this group are two observers partly cut by
the picture frame. A third figure on the left which departs from the rest
approaches Siyavush drawing our attention to the event, and serves the
same purpose as the figures of the grooms in the previous picture. There
is the same row of figures above the main group. It occupies the whole

Ibid., Fig. 117.

26. . o
27. Karatay, Op. Cit.,, No. 377, pp. 138-139.
28. Ibid., No. 355, p. 133.

29. Ibid., No. 354, pp. 132-135.
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width of the picture, and the figures are placed irregularly somewhat
below and above each other without formmg a straight line. The grooms
above these figures in the previous picture are taken behind the hill, and.
there are only two grooms instead of three. Between them are also ‘two
other figures. Although the composition does not preserve the refinement,
delicacy, and skill of the early Safavid example and presents an image
formed by rows .of ﬁgures arranged vertlcally on the surface, it, undoub-
tably, belongs to the same family with Hazine 1485 from the pomt of the
main sceleton of the picture and the figural groups and patterns. Anot-
her motif . which indicates the populanty of the motifs of our Shahnameh
is the figure with a shield attackmg a horseman in the miniature de-
picting the battle between Khusrav Parviz and  Bahram Chubin on folio
557r (Fig. 14). Another version of this ﬁgure is seen in a miniature of the
Zafarnameh in the Metropohtan Museum’ (43.138) in New York3® and in
the miniature depicting the battle of Navdar with’ Afra51yab on folio 58r
(Fig. 26) in the Shahnameh Haziné 1495 in the Topkapt” Museum3? writ-
ten by Fani al-Katib al-Sh1raz1 in 960 H./1552 A.D. In the miniature of
the Zafarnameh the figure with the sh1e1d steps on a rock with his upward
raised foot. In both other ‘Shiahnameh images, on the other hand, he
is shown in ‘the same posture attacking a horseman. It is difficult to tell
whether this motif has been originated in the Zafarnamehs and migrated
into the Shahnamehs or it was originally a figure of the Shahnameh. Oniy
the 51m11ar1ty between the two Shihnameh images is so striking that the
miniature of Hazine 1495 must have been originated either directly from
Hazine 1485 or another manusecript derlvmg from the same origin. Since
the motifs and patterns of the figures and stories appear in the miniatures
of the later Sahnamehs, it is apparent that the Shihnameh Hazine 1485 -
was a well-known and popular manuseript during the permd of Shah Is-
m&il in the Safavid world, expressing a new 1anguage of forms i
The fame of this manuscript must have reached beyond the Safavid
world as we understand from a miniature depicting the death of Dara in
a Shahnameh in the Topkap: Museun» Hazine 1488 dat'edl~972 H./1564 AD.
executed in Bukhara for the library of the Uzbeck ruler Ablid Ghazl Abd
Allah Bakhadir Khan by the calligrapher Muhammad Baki alfKétib32. In
this miniature (Fig. 27) the figures in the foreground in the Safavid Shah-
nameh are preserved. However, three warriors are added behind the groom
on the right. The group which occupies the central plane remains the same
but the figures of the prisoners have been eliminated and.a warrior with

30. . E. Grube, The Classical Style..., pl. 39.

31, Karatay, Op Cit,, No. 356, p. 133. . : S

32, Ibid., No. 358,.p. 133; In 1594 the Uzbeck embassador presented two kur ans, a Kham-
sah of Nizami and -a Shihnameh to the Ottoman Court. This last one seems to be
identical with the Shahnameh Hazine 1488 executed for the Uzbeck ruler Abd Allah
.Khidn. See: 1. Stchoukine, La Peinture Turque..., p. 32.
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a lance has taken. their place. The figures behind the hill are the same.
Only one figure has changed -its place The second figure on the right has
been moved to the left and placed next to the figure of the horseman. The
close similarity between the Safavid and the Uzbeck examples indicates

that the manuseript Hazine 1485 must have been famous enough to influ-

ence a Shihnameh executed in a much later date such as in 1564, i.e. 42
years later, in- -the Uzbeck Court in Bukhara. The main. dlfference between
these two scenes which resemble- each other so much occurs in the de-
piction of the huinan types. In the latter work figures with elongated and
darker oval faces replaces the pinkish full oval faces of . the- former. It
seems. that in the latter miniature the Uzbeck types are depicted.

It is a very interesting point that a Safavid model has been cop1ed in
a royal manuscript of the Uzbecks who were the greatest enemies of the
Safavids. The Shahnameh Hazine 1485 was written probably in Tabriz in
1522. The quality of the n‘umatures and the fact that they have been ta-
ken as models by the later illustrators indicate that the work must have
been famous enough to open an epoch. It is also apparent that at that time
darker oval faces replace the pinkish full oval faces of the former. It
seems probable that when the Uzbecks ‘captured Herat for a ‘Second time,
in 1585, they might have taken with them, some manuscrlpts among which
there was also a Shahnameh from the same family with Hazine 1485 to
Bukhara. Then, later when the Uzbeck ruler wanted to have a Shahnameh
to be designed for himself, the illustrator dehberately took a miniature
of this manuscript as a model for his scene. The work was written two
vears before the death of Shah Ism&il. The quality of the workmanship,
the originality of the style, and the influence which its miniatures have
exerted on the later illustrations of the Shahnimeh indicate .that it was
a rather unusual work probably execuied in the court workshop of Shah
Isma;il in Tabriz prior to Tahmasp’s accession to the throne, perhaps made
for the Shah himself.

Apart from the new styhstlc features which its miniatures dlsplay, the
Shahnameh Hazine 1485 is also an important manuscript from the point
of book illustration in showing how the miniaturists worked while trans-
ferring a written story into a visual image in Islamic painting in general
and in Shahnameh illustrations in particular. As we have already discus-
sed, this manuscript, béing an original, has served as a model to many
miniatures. The later Sahnamehs have used its images and formulas re-
peatedly. Our examination of the miniatures brings to light some aspects
of the copying activity in Islamic book illustrations. For a miniaturist who
looks for models for his manuscript there seems to be two approaches::
either copying another scene as it is, or employing motifs and patterns
used in other miniatures with different purpose in different scenes. As we
understand the copyist.avoids from exact copying and differentiates his
scenes by adding or eliminating some- motifs, or changing their places in
the picture. The miniature depicting the.death of Darid expressed with
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almost the same pattern in three different manuscripts of the Shahnameh,
i.e., Hazine 1485, Kraus, and Bukhara Shahnamehs, is one of the best
examples demonstrating the copyist’s method. Sometimes the miniaturist
while composing his image finds suitable figures or motifs in the previous
manuscripts and inserts them into completely different compositions and
contents. Thus families of the illustrated manuscripts come into existence
deriving from one original. The Turcoman Shahnamehs from Shiraz33, the
Uzbeck Shahnamehs from Bukhara34, they all show patterns and formulas
characteristic for themselves indicating that each centre had a certain
visual form language and sometimes this language migrated beyond the
borders reaching different centres to form a new synthesis. The patterns
which appear in the miniatures of the Shiahnameh Hazine 1485, and their
migration into the Shiraz and Bukhara manuscripts confirm this point.
Inspite of the existence of many manuscripts which show the method of
the Islamic book illustrator, their limited number prevents us from es-
tablishing the complete chain of the manuseript families. The publication
of all the illustrated manuscripts in their entirity, however, might shed
light on many points of the migration of the motifs and patterns and
reveal the family tie among the manuscripts.

33 The author has examined the problem of families among the *Shiraz Turcoman
Shahnamehs in her thesis of Habilitation «An Analytical Study on the Miniatures of
the Illustrated Topkap: Shahndmehs,» which she presented to the University of Is-
tanbul in March 1972.

34. The same topic was also dealt with in the above meutioned study.
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