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ABOUT A GROUP OF TRUNCATED SHAHNAMAS:
A CASE STUDYIN THE COMMERCIAL PRODUCTION OF
ILLUSTRATED MANUSCRIPTS IN THE SECOND PART OF

THE SIXTEENTH CENTURY

The group of illustrated Shdhndma manuscripts pro-
duced in the late 1570's and in the 1580's that are dealt
with here have a number of traits in common, especially
in content and style. As a discrete group bound together
by time and place the manuscripts offer a particularly
good chance to study the patterns of commercial pro-
duction at that time.

For two hundred years considerable effort has been
invested in establishing the original text of Firdausi's
great epic.' For this endeavor the later, sometimes heav-
ily interpolated, manuscripts are more of a nuisance
than a subject of study, and often the considerable
changes in the text are not mentioned in catalogue
entries. The first descriptions recording these interpola-
tions were published in 1934 by Giuzal'ian and D'iako-
nov in their book about the Shdhndma copies in the col-
lections of St. Petersburg. 2 The authors concluded that
interpolations became more and more frequent after
the second half of the sixteenth century.3 In contrast to
the smaller changes and additions that already appear
in the earliest copies of the Shdhndma these more major
interpolations were taken from post-Shdhndma epics,
most frequently from the Garshdspndma, the Sdmndma,
the BarzfIndma, and the Bahmanndma.4 Although some
of these manuscripts could more accurately be called
anthologies of heroic epics, they were obviously not
regarded as such at the time they were made, and they
were usually entitled Shdhndma.5

The manuscripts we are dealing with here represent a
particularly strange version of these later collections.
Not only do they contain long interpolations, but they
also omit the so-called historical part of Firdausi's Shdh-
ndma altogether. What is really hiding under the title
this time is an expanded version of the legendary part of
the Shdhndma finishing either with the reign of Queen
Humay or with the story of Iskandar. 6 Since the place of
the post-Shahndma epics in manuscript production has
so far attracted no attention, we believe it useful to

sketch the process that led to the creation of these
unusual Shdhndma manuscripts.

The earliest copies of post-Shdhndma epics date from
the fourteenth century, that is, a century later than the
earliest Shdhndama manuscripts. The first is a Garshdsp-
ndma, 7 dated 755 (1354), followed by a collection of four
epics (the Garshdspndma, the Shdhdnshdhndma, the Bah-
manndma and the Gushndma),8 dated 800 (1397-98) and
complementing a separately bound Shahnama.9 While
these are all illustrated, a copy of the Barzzfndma,'? from
1425, does not have any miniatures. A picture preserved
in a Diez Album" indicates that the illustration of post-
Shdhndma epics may have started about the same time as
the illustration of Firdausi's work.

As far as we can conclude from the small number of
existing examples, in the fourteenth century the post-
Shdhndma epics were treated as separate entities from
Firdausi's Shdhndma, and then lost status. No illustrated
manuscripts of post-Shdhndma epics are preserved from
the fifteenth century, and even the unillustrated ones
are extremely rare, while copies of the Shahndma are
abundant; at the same time, the first interpolations
appear in Shdhndma manuscripts. To judge from two
illustrated copies the process started with extracts from
the Barzfindma centered on the episode of the fight be-
tween Rustam and Barzu. The corresponding miniature
usually shows the heroes confronting each other in sin-
gle combat. The Baysunghur Shdhndma of 1430 may be
the earliest example,'2 soon followed by Shiraz commer-
cial production.'3 The stage for future development was
set: Firdausi's great epic had emerged as the dominant
version that would swallow the others. However, now the
Shhndama began to serve as a kind of entry way for the
post-Shdhndma epics inconspicuously to reappear, bit by
bit, as part of enlarged versions of the Shdhndma.

Although enlarged versions are common in the sec-
ond half of the sixteenth century, there is no compara-
ble increase in the number of separate copies of post-
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Shahndma epics.'4 It seems that they did not fully regain
their earlier position as discrete works but were more
often treated as links to be added to a chain in order to
make it more impressive. Oral tradition deals with the
epic material in the same way. It seems that the growing
acceptance of transformed Shahndma copies and the
way their texts are organized reflect the influence of the
oral epic tradition in Iran on manuscript production.'5

As the practice of the storytellers in modern times
shows, the oral tradition always included stories that
were not part of Firdausi's work. They were not treated
as separate topics but woven into the material that also
appears in the Shdhndma.1' Thus, the structure of the
mixed copies is basically the same as in the oral present-
ation of the national tradition: the main line is provided
by the sequence of events as related in Firdausi's Shdh-
ndma. At the appropriate points the narrative is inter-
rupted to provide more detail about heroes dealt with
summarily or not at all by Firdausi. The manuscripts, of
course, borrow from the epic versions at hand to fill in at
these points.

That this happened in the sixteenth century should
not surprise us. "The real flourishing of storytelling as
an art of entertainment came in the Safavid period,"
writes one scholar; "here we see a more obvious min-
gling of the courtly and common threads of storytell-
ing."" Since the oral tradition represents a "romantic
rendition,"' s that is, one influenced by popular
romances, its impact shifted the balance in favor of a
similar mood in the written text as well. The incorpora-
tion of post-Shdthndma epics, with their stories about
journeys to distant countries and wonderful islands, the
encounters with witches, divs, and fabulous animals, and
endless searches for the beloved satisfied the taste for
romance.' 9

Since the early fifteenth century, this taste had already
influenced the interpretation of the Shdhndma without
substantially changing the text. At that time the impact
of the romantic mood was visible only through the selec-
tion of subjects for illustration. In one anthology pro-
duced for Iskandar Sultan in 1411 the excerpts from the
Shdhndma were not only very brief but also consisted of
such stories as "'Sudaba and Siyawush" and "Bizhan and
Manizah" which are among the rare romantic episodes
in Firdausi's work.2 0 In 'the Shdhndma volume made for
Ibrahim Sultan in Shiraz about 1430, the selection of
subjects for illustration reveals a preference for miracu-
lous adventures. Only two out of forty-two miniatures
illustrate the historical part. In commercial production
as well, the selection of subjects often shows a dimin-

ished interest in the historical part of the Shdhndma.2 2 In
the second half of the sixteenth century, the influence
of romance on choice of subjects for illustration was
sometimes supplemented by changing the text itself to
satisfy this same preference.

Given the way Firdausi's text has often been treated,
then, it comes as no surprise that the choice of interpo-
lations varies considerably in selection of epics or epi-
sodes taken from the post-Shdhndma epics, in the remov-
al of verses to shorten the sections, and in the addition
of verses to smooth the transition from one epic to the
other. This variety in interpolations reinforces the indi-
viduality of each manuscript, making it remarkable if
two or more manuscripts exhibit a number of common
choices in the sections they use for interpolation, in the
length and the wording, and in the illustrations.

In the second half of the sixteenth century the use of
interpolations from post-Shahnama epics in Shdhndma
volumes was practiced in several centers which pro-
duced illustrated manuscripts. Identifying the center to
which a given manuscript should be attributed, which is
usually not mentioned in the colophons, is accom-
plished by the different styles of the miniatures accom-
panying the texts. Using style as the basis for attribution
it is clear that some of the manuscripts with sizable inter-
polations from the Garshdspndma, the Sdmndma, and the
BarzTindma originated from Shiraz, the most important
center of commercial manuscript production in that pe-
riod, though on the whole the workshops there took a
rather conservative approach and preferred the "pure"
Shdhndma.2 3 Among the smaller number of illustrated
Shdhndma manuscripts produced in Qazvin or directly
related to the Qazvin style are also some interpolated
ones, but these early manuscripts with sizable interpola-
tions are now known only through sales catalogues. The
earliest one, copied in 976 (1569) by CAbd al-Vahhab,24 is
described as a compendium of epics including parts of
the Shdhndma, the Garshdspndma, the Sdmndma, the Bar-
zuindma, and the Bahmanndma.25 Another copy, dated
991 (1583), has illustrations in three different styles, but
the majority of the miniatures are fine Qazvin work attri-
buted to the painter CAli Asghar by B.W. Robinson.2 6

Among all the interpolated manuscripts with illustra-
tions mentioned so far, this Shdhndma of 1583 is the only
one that comprises only the first part of Firdausi's epic
up to the death of Iskandar. Thus it belongs to the small
group of truncated Shdhndma manuscripts of which
about a dozen illustrated copies are known.2 7 They
always include long excerpts from post-Shdhndma epics,
often nearly the complete Bahmanndma. Through their
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been executed at the same place, aside from two copies
that seem to have joined the group as partly finished
manuscripts to which some or all the miniatures were
later added. One of these is the Shdhnama of 1583 that
once belonged to the Kevorkian Collection. In addition
to the Qazvin-style illustrations mentioned already, the
manuscript also contains miniatures in two other styles,
and it is the latter that connect this copy with the other
truncated Shdhndma manuscripts of the group. One
style, represented by only two miniatures in the Kevor-
kian Shahnama of 1583, is met again in four other copies:
one, now in All Souls College, Oxford, is dated 988
(1580; figs 1-3) ;30 a second copy in the Free Library, Phil-

Fig. 1. The Simurgh returns Zal to his father. Firdausi, ShAh-
ndma. Oxford, Codrington Library, All Souls College, ms. 288,
fol. 33a. (Photo: courtesy of the Warden and Fellows of All
Souls College, Oxford)

combination of interpolations with the omission of the
historical part of the Shdhndma they appear to be the
most closely affected by the oral epic tradition. Storytell-
ing, as observed by European visitors in the nineteenth
and twentieth century, elaborates on the legendary he-
roes of the Sistan cycle, but neglects those parts of the
oral tradition that concern rulers, heroes, and events
following the death of Iskandar. 28 Eventually, these sto-
ries were not told at all.29

Many of these truncated and interpolated Shdhndma
manuscripts are connected to each other through their
illustrations, and it is this particular group that we are
concerned with here. Since their miniatures are stylisti-
cally related and the manuscripts share some other
characteristics, we can assume that the copies must have

Fig. 2. Faramurz executed by Bahman. Firdausi, Shthnama,
interpolation (Bahmannama). Oxford, Codrington Library, All
Souls College, ms. 288, fol. 413a. (Photo: courtesy of the War-
den and Fellows of All Souls College. Oxford)
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ABOUT A GROUP OF TRUNCATED SAfINiAMS l2 S

than life. Landscape is reduced to violet, light-blue, red,
or golden hills with white-dotted grass tufts and large
flowers. Shadowing with darker colors, occasionally with
some white added, lends some volume to the hills, but
the architecture is depicted as a flat combination of
ornamented surfaces.

A considerable number of miniatures in the Kevor-
kian Shdhndma (fig. 6)3 4 are stylistically related to two
other manuscripts, one of which is also in the Free
Library, Philadelphia (Lewis O .51; figs. 7-8).35 In this
manuscript again the illustrations are in various styles,
but one group is clearly by the hand that executed some
of the paintings in the Kevorkian Shdhnama. The basic
rules of composition are the same as in the style
described above, with a simple, often symmetrical ar-

Fig. 3. Azar-Barzin killing the dragon which is swallowing Bah-
man. Firdausi, Shhndma, interpolation (Bahmanndma). Ox-
ford, Codrington Library, All Souls College, ms. 288, fol. 455a.
(Photo: courtesy of the Warden and Fellows of All Souls Col-
lege, Oxford)

adelphia (Lewis 0. 52), is dated 996 (1588; figs. 4-5);" a
third is known only from auction catalogues. 32 The
fourth manuscript, now at the Topkapi Palace Museum
was copied earlier, in 942 (1535-36), in Bukhara, and
only its illustrations share time and place of origin with
the other manuscripts. 33

The style is best exemplified by the miniatures in the
Oxford copy. The compositions are plain, with the fig-
ures arranged in registers. The protagonists are
engaged in action in the center of the picture; apart
from them a row of spectators looks at the scene from
behind the hills. Figures and faces are drawn summarily.
Dressed in long simply decorated garments which curve
outward below the waist the. figures appear a bit taller

Fig. 4. The execution of Garsivaz and Afrasyab. Firdausi, Shah-
nama. Philadelphia, Rare Book Department, The Free Library
of Philadelphia, Lewis 0.52, fol. 310a. (Photo: courtesy of the
Free Library of Philadelphia)
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is followed by a long part of Firdausi's Shdhndma up to
the rescue of Bizhan by Rustam. This is followed by an
interpolation from the Bar7wzndma recounting the fight
between Rustam and Barzu and the mischief done by
the sorceress Susan.3 8 Then the Shdhndma text contin-
ues until the killing of Isfandyar by Rustam. Starting
with the enthronement of Bahman another interpola-
tion begins that includes most of the Bahnianndma.79 It is
followed by the story of Iskandar as related by Firdausi.

Although this structure remains clearly recognizable,
the texts, including the interpolations, vary in many
places. The differences may concern long passages -
for instance, the omission of the story of Iskandar in
some manuscripts - or small alterations that are known

Fig. 5. The peasant's cow chasing away the king's cow. Firdausi,
Shdhndma, interpolation (Bahmannama). Philadelphia, Rare
Book Department, The Free Library of Philadelphia, Lewis
0.52, fol. 438a, (Photo: courtesy of the Free Library of Philadel-
phia)

rangement of the main figures lined up in the lower
part of the picture and the onlookers placed above the
horizon. Figures appear elongated, the heads on thin
necks are round, with flat turbans. Usually, the hills are
covered by small white-dotted and large green grass tufts
and thickly outlined, with areas of different colors near
the outline.

Of the seven copies mentioned, the manuscripts that
were illustrated at the time of their transcription have
interpolations from the Barzunama and the Bahman- Fig. 6. Ka-Ka>us in his flying-machine. Firdausi, Shahnama.nama (with one exception which has the Bahmanndma Fn i. 36So~~~~~~ - ~~~~Formerly Kevorkian Collection, fol. 130. (Photo: Sotheby's Cata-
only) .' Their main structure can be described as fol logue ofa Very Choirce Collection of Persian and Indian ManUscripts
lows: the so-called old preface (in a particular variant) '7 and Miniatures, London, 5 February 1935, frontispiece)
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*· .L ci-

allel. Analyzing the text of sixteen illustrated copies of
Ishaq b. Ibrahim al-Nishapuri's Qisas al-anbiyd' pro-
duced during the 1570's and 1580's by a group of artists,
Rachel Milstein found a similar situation. In general, all
these manuscripts follow Nishapuri's text as it is known
from earlier copies, and beyond that, their texts share a
number of characteristics. In detail, however, each man-
uscript has its individual text- with omissions, with
some rearrangements of stories, and with passages add-
ed from the works of two other Qisa4 al-anbiydaauthors.40
In the case of the truncated Shdhndama manuscripts, if
variation was the aim, then the calligrapher would not
only have had some manuscripts at hand to select and

Fig. 7. The Simurgh returns Zal to his father. Firdausi, Shah-
nama, Philadelphia, Rare Book Department, The Free Library
of Philadelphia, Lewis 0.51, fol. 33b. (Photo: courtesy of the
Free Library of Philadelphia)

from Shfihnama manuscripts in general. There are also
interesting concurrences between manuscripts, but the
differences are more abundant. Taking into account
that the manuscripts must have been produced almost
concurrently and they follow a certain main-line struc-
ture, we must conclude that the differences were delib-
erately introduced. While some may have resulted from
mistakes or "corrections," others were intended to vary
the text. The close relationship between the texts never
meant slavish copying of a model but is revealed by the
identity of the main-line structure and correspondences
in the text, the relevance of which will only be fully un-
derstood after more and more Shahnama copies of the
period have been studied in detail.

This kind of treatment of the text is not without a par-

Fig. 8. Siyawush passing through the ordeal by fire. Firdausi,
Shahnama. Philadelphia, Rare Book Department, The Free
Library of Philadelphia, Lewis 0.51, fol. 38b. (Photo: courtesy
of the Free Library of Philadelphia)
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copy from, but also some knowledge of Persian poetry
enabling him to make a choice and to create some con-
necting verses between two passages, if necessary.41

The selection of subjects for illustration in the trun-
cated Shdhndma manuscripts follows the same rules as
the selection of the text. From the enthronement of
Gayumard to the death of Bahman (or the death of
Iskandar in those copies that comprise the Iskandar
story), about twenty subjects are represented in most
manuscripts. In copies with more than thirty pictures all
these most common subjects are illustrated. The selec-
tion is not at all peculiar; it seems to follow the division
of the Shdhndma in parts and to highlight the most
important stories: Gayumard's enthronement at the
beginning, the rule of the first kings; the capture of Zah-
hak for the period of usurpation and the reestablishing
of order; the murder of Iraj for the next period of tur-
moil and the explication of the enmity between the Ira-
nians and Turanians, etc. The complete spectrum of he-
roic activities is depicted, including battles, jousts, and
the execution of enemies; but equal attention is given to
encounters with demons and dragons and to miracles.

Again, however, there is no slavish adherence to a list
of important subjects. Several common subjects might
be omitted in a given manuscript and replaced by an
illustration for another episode from the same story;
secondary episodes are illustrated side by side with the
main subject.

The illustrations of the Bahmanndma can serve as an
example. The Bahmanndma takes up approximately a
fifth of the text in a truncated Shahndma copy, and the
number of Bahmanndma illustrations is also a fifth of the
total number of miniatures. Its standard illustrations are
the death of Rustam in the pit of spears, the execution
of Faramurz, and Azar-Barzin killing the dragon which
swallowed Bahman (figs. 2-3). Additionally, the first
part of the Bahmanndma may have a miniature showing
Bahman together with Kitayun or Lu'luc, or his fight
with Humay. The four battles with Faramurz and the sur-
rounding events in the second part are very rarely illus-
trated.4 2 Oddly, the third part with all the adventures
concerning the flight of Rustam's daughters and Bah-
man's efforts to capture them are given little attention
as well. Of the events described in the fourth part, Bar-
zin's or Rustam Tur's encounters with demons and the
story of the two cows are illustrated (fig. 5).

This example demonstrates that, while keeping to a
proven standard, there was always sufficient variation to
counteract the impression of serial production and imi-
tation. Again, the results are the same as those gained

from the analysis of the illustrative cycles in the Qias al-
anbiydamanuscripts.4 3 While following the requirements
of effective commercial production, the artists were
nevertheless able to make every manuscript appear as
an individual piece of work.

The same kind of rationalism determines the iconog-
raphy as well. The encounter of a few protagonists dom-
inates the scene. The action is observed by some accom-
panying persons and/or by- spectators whose heads are
visible from behind the hills. The secondary figures are
not engaged in any action. Landscape and architecture
are much reduced and barely fulfill the function of
defining the setting. Variation turns up automatically
through a distinct and mostly well-established iconogra-
phy of the event: a manuscript may include several sub-
jects of heroes killed outside the battlefield, but in each
case (Iraj, Siyawush, Afrasyab, Rustam, Faramurz) the
action would be depicted differently. When the same
subject is represented in different manuscripts this cre-
ates a problem: changes are often minimal and affect
the secondary figures on the background only, or the
specific moment of the episode depicted is shifted.

Of course, the iconographic similarities are strongest
between pictures of the same subject in the same style.
The miniatures representing the episode of the
Simurgh returning the infant Zal to his father Sam are
nearly identical in the Oxford copy (fig. 1) and in Phila-
delphia 0. 52: the fabulous bird with the naked infant
clinging to it; Sam, standing and dressed like a warrior
and not like a king, with his hands raised in amazement
and prayer; the three accompanying warriors and the
groom with Sam's horse observing the event. Shifting
the depicted moment a bit, the miniature in the copy
that appeared at auction in 1989 has Sam and Zal al-
ready sitting and talking together. All other elements of
the composition are preserved, however, including the
flying bird, the group of three standing warriors with the
horse (but without the groom), and the background
with the rock. Sam is again dressed like a warrior. The
stylistically different illustration in Philadelphia 0. 51,
however, shows two kings on horseback placed in front
of each other and raising their hands while the Simurgh
arrives with the naked infant (fig. 7). The nearly sym-
metrical composition includes the nest with two baby
birds on top of the rocky hill. Adding a second king is a
somewhat inept idea for variation, and this kind of arbi-
trary change occurs in other paintings as well. For
instance, the same composition is used to represent the
execution of Garsivaz and Afrasyab in the Oxford manu-
script and in Philadelphia 0. 52, but the landscape
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background is changed to a rather inappropriate inte-
rior in the latter (fig. 4).

In contrast to the illustrations representing the
Simurgh returning Zal, others show iconographic simi-
larity crossing borders created by style. In the Oxford
copy the death of Bahman is represented in a peculiar
way: a dragon "standing on his head" has swallowed Bah-
man halfway, with his legs remaining visible, and a man is
climbing a tree (fig. 3). In Philadelphia O. 51 the same
depiction of Bahman swallowed is repeated (though the
text says that he is swallowed feet first) and the head of a
warrior appears in a tree. In both cases the man in the
tree is most probably meant to be Rustam Tur. The text
here deviates considerably from the text of the edition of
the Bahmanndma, but is largely congruent in both manu-
scripts; the iconographic similarities underline the con-
nection between the two copies, although they were
surely not illustrated by the same artist.

The two styles typical of the miniatures found in our
group of Shdhndma manuscripts are not restricted to the
illustration of the truncated and interpolated Shdhndma
copies. The production of this very particular type of
Shdhndma was part of a much larger output of illustrated

Fig. 9. Majnun in the wilderness. Jami, Haft Aurang. New York,
The Metropolitan Museum of Art, Gift of Alexander Smith
Cochran, 1913, 13.228.18, fol. 209b. (Photo: courtesy of the
Metropolitan Museum of Art) -

Fig. 10. Zulaykha meeting the prophet Yusuf on his way to
hunt. Nishapuri, Q/isa al-anbiyd.' New York, Spencer Collec-
tion, The New York Public Library, Astor, Lenox and Tilden
Foundations, Spencer Pers. MS. 46, fol. 65b. (Photo: courtesy
of the New York Public Library)

manuscripts including the Persian romantic mathnawfs
of Nizami, Amir Khusrau Dihlawi, Jami, and Hatifi, and
the Turkish Layld and Majnun by Fuzuli, Persian versions
of the Ajda ib al-makhlqait, and the Qisay al anbiyda' (figs.
9-10). The dated manuscripts span the years between
1565 and 1588. Of this vast material only the manu-
scripts of the Qia4 al-anbiyd> have been thoroughly ana-
lyzed as a group, thereby leading to conclusions which
can be used to compare with the results derived from
the analysis of the truncated Shahnama manuscripts.

The presence of two other styles known from the
Qi,a. al-anbiya' manuscripts in truncated and interpo-
lated Shahndma copies permits us to add two more
copies to our group of seven. Information about one of
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them comes from auction catalogues only,44 but from
the list of illustrations it can be deduced that the text
comprised the Bahmanndma and ended with Iskandar's
death. It is obvious from a published illustration that its
painter also worked on two Qi.ya al-anbiyd copies.4 The
other Shdhndma, now in Zagreb, represents a style which
figures prominently in several Qiyaj al-anbiyd' copies
(figs. lla-b-12).46 This style features small, finely drawn
figures, an often detailed background with its elements
accurately rendered, some emphasis on the reflection of
spatial relationship, subdued coloring, and a delicacy
that connects it closely to Tabriz/Qazvin painting after
the middle of the sixteenth century.47 The Shdhndma,
dated Ramadan 981 (1573) uses Firdausi's text up to the
death of Iskandar, and adds long interpolations from
the Garshispndma, the Smndma, the Baandama, and
the Bahmannama, which means that its structure

deviates from the main line.48 The same must be said for
the selection of subjects for illustration. In place of well-
known subjects with a clearly defined iconography are
several less specific scenes of battle and enthronement
whose identities are only revealed by the text (Rustam
and Piran, with their armies, confronting each other;
Luhrasp fighting the Turanians; Bahman enthroned,
with the daughter of Aslam). Of the about twenty sub-
jects most commonly illustrated in the other manu-
scripts of the group only one, Kay Khusrau's fight with
Shida, the son of Afrasyab, is represented. Most unusu-
ally, all illustrations are arranged as double-page minia-
tures, a feature not known from any other truncated
and interpolated Shhndma copies. Of the ten double-
page miniatures five illustrate Firdausi's text and the
other five interpolations. In view of its date (1573), the
particularities that characterize the manuscript lead one

At 2,'E4,,/ rJ~/},/4f I / ~/tosi 4; ,- 4' d A
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Fig. Ila-b. The Iranian army, with Rustam and Barzu, fighting the Turanian army. Firdausi, Shdhndma, interpolation (Barzzndma) .
Zagreb, Croatian State Archive, br. A 1, fols. 328b-329a. (Photo: courtesy of the Croatian State Archive)
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Fig. 12. A crow teaching Qabil how to bury his brother.
Nishapuri, Qi.a.s al-anbiyd'. Berlin, Staatsbibliothek zu Berlin,
PreuBischer Kulturbesitz, Orientabteilung, ms. Diez A Fol. 3,
fol. 17b. (Photo: courtesy of the Staatsbibliothek zu Berlin)

to assume that it represents an early, more experimental
stage. We shall return to the problem of the double-
page illustrations below.

Although the common styles are the strongest con-
nection between the two groups of manuscripts, the
truncated Shdhndmas and the Qias al-anbiyd, a more
detailed stylistic analysis reveals some differences too.
Among the Qi.ya. al-anbiyda copies, different styles

appear more frequently side by side in one manuscript.
Sometimes, however, the truncated Shdhndma copies
present other stylistic combinations, with styles not
known from the Qias al-anbiya>, or a mixture in one and
the same painting. While all the illustrations of the Ox-
ford Shdhndma of 1580 represent "classical" manifesta-
tions of one style (figs. 1-3), some miniatures belonging
to the same style in the Philadelphia Shahndma 0. 52,
dated 1588, include some extraneous elements (fig. 5).49
The changes - different shape to the clouds, a differ-
ent way of molding the hills, rounder faces, or a smaller
and flatter turban - which are visible in some minia-
tures seem to result from the influence exercised by the
second style on the first, reflecting a stylistic develop-
ment over the years that led to a mixture of the two
styles. The other observation about the appearance of
hitherto unknown styles in the truncated Shdhndma
manuscripts points to the incorporation of new artists
replacing some of those who had already worked to-
gether on the Qia.s al-anbiyd>50

That several artists worked on the two groups of man-
uscripts, the Qisas al-anbiyda and the truncated Shdh-
ndma, together had its impact. Iconographic connec-
tions surface, not surprisingly, in the depiction of a
subject, the death of Bahman, without a well-established
iconographic tradition: whereas the hero fighting a
dragon is a common theme in the Shahndma, the drag-
on that has halfway swallowed a man is not. In the Ox-
ford copy, the miniature (fol. 455a; fig. 3) reveals the in-
fluence of the Qjias al-anbiyda illustration showing
Moses' rod turning into a dragon which is swallowing
the magicians of Egypt and their arts. The representa-
tions of this subject executed in the same style as the
miniatures in the Oxford Shdhndma usually show the
dragon standing on his head and swallowing one of the
magicians head first (fig. 13).51 Since they were accus-
tomed to showing a man half-way swallowed, with only
his legs visible, some Qiyas al-anbiyda' artists ignored the
text that speaks of Bahman's being swallowed feet first
when they worked on the Bahman subject. The man
climbing the tree to escape the dragon in the miniature
showing Bahman's death also does not look like a war-
rior hero. He resembles the "wild men" sometimes rep-
resenting the magicians in the Moses miniature,'2 or
Majnun in the state of madness (fig. 9).

The illustration representing Bahman's death (fol.
469a) in Philadelphia 0. 52 is stylistically closely related
to the Oxford Shdhndma, but is dated eight years later
(1588) and depicts the event in a different way. The
dragon is more naturally positioned climbing down a
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The connections between the nine truncated and
interpolated Shdhndmas belonging to our group and the
group of Qiya al-anbiyda' manuscripts pose two further
problems, that of the provenance of this distinctive
group of Shdhndma manuscripts, and the production
pattern observed in them.

When I started work on this group of Shdhndma
copies, I expected that analysis would procure reliable

Fig. 13. The prophet Musa's rod swallowing the magicians of
Egypt and their arts. Nishapuri, Qi$a al-anbyida. New York,
Spencer Collection, The New York Public Library, Astor,
Lenox and Tilden Foundations, Spencer Pers. 1, fol. 89a.
(Photo: courtesy of the New York Public Library)

rock and is about to swallow Bahman feet first. Whether
under the influence of the Kevorkian Shdhnama of 1583
that includes a correct depiction of the subject (proba-
bly by CAli Asghar), or for other reasons, in the 1580's
the misleading iconography that appears in this group
of Shahnamas was abandoned.

While some development occurred in our group of
Shdhndma copies they remain distinct from the few
others whose texts follow the same main structure. Two
of these copies, now in the Metropolitan Museum of
Art,53 have a style of miniature that sets them apart from
the group dealt with here, and among the illustrations
of the Bahmannama (including a correct depiction of
Bahman's death) is a very unusual one never met else-
where - instead of the killing of Faramurz, it shows the
moment before he is captured (fig. 14).54

z:~,,~ ~.o¢ .. : '
--~L ; 

Fig. 14. The wounded Faramurz captured by Bahman. Fir-
dausi, Shchndma, interpolation (Bahmanndma). New York,
Metropolitan Museum of Art, Gift of Alexander Smith
Cochran, 1913, 13.228.14, fol. 502b. (Photo: courtesy of the
Metropolitan Museum of Art)
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information about their provenance and thereby that of
stylistically related manuscripts, including the Qiyas al-
anbiyda' copies. In the absence of any mention of a locale
in these colophons, the Qisas al-anbiyda manuscripts
have been attributed to an Ottoman center, most prob-
ably Istanbul itself, on the basis of a range of intertwined
historical, ideological, iconographical, and stylistic argu-
ments. So far, the attribution of the group of Shdhndma
copies has to rest on that of the Qias al-anbiyd and not
the other way round. However, the Shdhndmas present
some additional arguments for the attribution.

The illuminated frontispiece of the Zagreb manu-
script has a text which explains the Shdhndma as "kitdb-i
tdr7kh-i saldain-i Cajam" composed by Hasan b. Ishaq b.
Sharafshah, named Firdausi. It is very unusual to
explain the Shdhndma in a kind of second preface, let
alone the formula referring to Iran as ajam and the way
the poet is called. Written for an Ottoman patron the
formula sounds more plausible.5 There seems to be no
reason to suggest that the second preface was added lat-
er. The illumination is very similar to those found in
other manuscripts of the Shdhndma and the QiSa al-anbi-
yadgroups and to the headpiece found in the same copy
at the beginning of the poem.

Another hint is given by the double-page miniatures in
the same manuscript. In the third quarter of the six-
teenth century, double-page illustrations to the text are
very rare in Persian miniature painting. They are used
for frontispiece miniatures, and in Shdhndma copies they
may also appear at the opening of the second part of the
book (according to the most common division, with the
enthronement of Luhrasp). The situation is quite differ-
ent in Ottoman miniature painting. Double-page illus-
trations first appeared frequently in the itineraries, and
then, after the middle of the century, in the works writ-
ten by the ehnamecis for the Ottoman sultan. A manu-
script dated 976 (1568-69) already has a considerable
number of its illustrations executed on double pages.5 6

Thus, the double-page illustrations in the Zagreb Shdh-
ndma seem to reflect a practice developing at the Otto-
man court at that time. Concerning the truncated Shdh-
ndma the idea was soon abandoned as too pretentious
for commercial production. The experimental character
of the miniatures in the Zagreb copy is stressed by the
fact that only some are real double-page compositions.
In other cases two successive episodes are represented
on the two pages: after, on the right side, Shida had been
talking to the enthroned Kay Khusraw, both are shown
fighting on the left; after Bahman had left for the hunt
(right), Kitayun is feasting with Lu'luc (left).

As a third argument for an Ottoman provenance the
new style that appears side by side with a known one
from the Qisas al-anbiyda copies in the Philadelphia
Shdhndma (O. 51) should be mentioned.5 7 It is different
from the north Persian models usually followed by the
other styles and may signal a step-by-step replacement of
artists working in a Persianate style by colleagues less fa-
miliar with the Persian models.

How far the specific content of these Shdhndma manu-
scripts is related to an Ottoman origin is not clear. As we
have seen the interpolated and truncated text followed
a tendency which developed in Iran. It seems far-fetched
to suggest that finishing the text with the story of Iskan-
dar could bolster Ottoman claims in confrontation with
the Safavids. The early illustrated truncated Shdhndma
copies belonging to our group therefore probably do
not so much reflect a specific Ottoman preference as a
particular circumstance of production. At a place like
Shiraz that had a well-established tradition of producing
illustrated Shdhndmas the tendency to continue "as
usual" prevailed, although in some manuscripts the
inclusion of the historical part has all the indications of
an compulsory exercise. Radical changes, like the use of
the truncated version, could easily gain a firm foothold
at a place where the series production of illustrated Per-
sian epics was newly introduced.

The findings about production patterns extracted
from the material analyzed here are often corroborated
by observations made in connection with the research
on the Qisa al-anbiyd' manuscripts. Since the two
groups are so closely related in time and place, however,
the congruence does not allow for generalization to
other places and periods. So far, research has largely
concentrated on determining the particular program
and historical and artistic background of individual
manuscripts. Commercial manuscript production with
its need to repeat, standardize, and simplify usually
eludes this kind of approach, but analyzed as groups
such manuscripts can offer another kind of informa-
tion.

One aim of commercial manuscript production was
quick and cost-effective work; the other was to make in-
dividually distinguished products. The expectations of
patrons influenced manuscript production in general,
leading to preferences for certain texts, for a particular
type of decoration or illustration, and, at least for a lim-
ited time, to production at a particular place. However,
the expectations of these patrons would not vary much,
nor would the artist be able to anticipate minor differ-
ences in a patron's requirements. While a group of man-
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uscripts could satisfy a particular taste or even reveal a
certain ideological program, the individual manuscript
distinguished itself only by variation of text and decora-
tion within the limits set by the group. All participating
artists had to find their way between the two poles. We
like the illuminators and painters to deviate on the side
of individuality and creative invention, and would pre-
fer the calligrapher to- repeat the same text again and
again, but this is a twentieth-century attitude and obvi-
ously a misinterpretation of his responsibility. Like the
other artists he proved his qualifications by creating a
somewhat different text for each manuscript. His limits
were not set by respect for the author but, as with the
other artists, by the amount of work he thought appro-
priate to invest in a particular copy and, of course, by his
abilities.5 8

Parallel to the tendency for variation was the develop-
ment of a main-line type. At the first glance, this may
seem to be a contradiction. The fact remains, however,
that among the nine manuscripts discussed here the
three that include parts of post-Shahndma epics other
than the Barzundma and the Bahmanndama were either
imported in an uncomplete state or were made in the
beginning (1573) of the group's production. Again, this
may be a result of commercialization: they were fixing a
framework for variation that would facilitate produc-
tion.

To play his part, a calligrapher needed models to se-
lect from for the compilation of the different versions,
but he also needed familiarity with the material. This
does not fit in with the idea of a scribe mechanically
copying line after line, not to speak of an illiterate one.5 9

The social prestige of calligraphers may have been due
in part to the knowledge of language and poetry the
profession required. Unlike other artisans at the bazaar,
calligraphers belonged to the same class of well-edu-
cated people as their patrons. The knowledge needed to
produce a truncated Shdhndma manuscript outside Iran
could have been provided by Persian immigrants as well
as by people in the Ottoman realm who had acquired
the ability to write and compose poetry in two or three
languages. 6

The variety of styles found in the truncated Shdhndma
manuscripts may also be explained by efforts to produce
individually distinguishable copies. However, to realize
this aim must have been more complicated. Variation in
text and selection of subjects for illustration could be
determined by one person only, the calligrapher. To
execute miniatures in different styles, several artists
were needed. Moreover, less obvious in the Shdhndma

illustrations but clearly recognizable in the Qisas al-anbi-
ya', each style is usually represented by more than one
artist, most likely a master and his apprentice or helper.
How, then, should we imagine a workshop where these
small groups of painters worked together in various
combinations? Is it possible that commercial produc-
tion was based on large workshops of from three to five
master painters and their apprentices? Compared to the
size of artisans' workshops in general it does not sound
very likely, but in a certain period, supported by high
demand, a particular form of workshop organization
may have developed to ensure the quick execution of
paintings as well as variation in style.

Another solution to the problem is offered by the ex-
ample of commercial manuscript illustration in medie-
val France. There usually two or three workshops joined
in efforts to illustrate a single manuscript.6 In that case,
one style would represent one workshop, and the
replacement of styles in the 1580's would probably mean
the emergence of new workshops.

Compared to the more evident conclusions to be
drawn from the treatment of the text, the selection of
subjects for illustration and iconographic variation, it is
much more difficult to provide a viable explanation for
the appearance of the different styles in changing com-
binations. In any case, illustrating a manuscript in this
way was not a very common phenomenon. It does not
occur in commercial production in Shiraz in either the
fifteenth or the sixteenth century. We should probably
interpret Budaq Qazvini's words, "Should anyone be de-
sirous of procuring a thousand illuminated books, they
could be produced in Shiraz within a year; they all fol-
low the same pattern, so that there is nothing to distin-
guish them by," 62 as a verdict criticizing production at a
particular place in comparison to commercial produc-
tion elsewhere. Obviously, in the second part of the six-
teenth century manuscripts that looked the same fell
out of favor even in commercial production, requiring
changes in the organization of commercial workshops,
changes which could not really gain a foothold in a
place like Shiraz with its strong tradition of manuscript
production, but could more easily develop in places
where commercial manuscript production on a large
scale was an innovation. The bazaar of Istanbul is a likely
candidate.

Halle, Germany
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NOTES

Author's note: This research into the commercial production of illus-
trated manuscripts was supported by a membership at the Institute
for Advanced Study in Princeton, NJ., during the academic year
1993-94, and subsequently by a fellowship in the Department of
Islamic Art at the Metropolitan Museum of Art, New York. My
thanks also to the libraries and museums whose manuscripts I was
permitted to study and which provided microfilms and photo-
graphs. For his help concerning problems of the Persian epic litera-
ture, I am much indebted to William L. Hanaway at the University
of Pennsylvania.
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39. See n. 4, and William L. Hanaway, "Bahman-ntma," in Enc-
clopaedia Iranica, 3: 499-500; Bahmannama az Irdnshdh b. Abz-'l-
Khayr, ed. Raiim Affi (Tehran 1370/1991). This edition
comprises 10,440 verses. Usually, the truncated Shdhndma
manuscripts include about 100 fols. (with 25 lines) of the Bah-
mannama. This looks as if the interpolations in most cases com-
prise the complete Bahmannama (apart from the preface, of
course). To tell about the death of Rustam, however, the rela-
tion returns to Firdausi's text again.

40. The illustrated copies of Nishapuri's, Juvayri's and Dayduza-
mi's Qias al-anbiyda produced during the 1570's and 1580's are
analyzed by Rachel Milstein, Karin Rfihrdanz, and Barbara
Schmitz, Stories of the Prophets: Illustrated Manuscripts of the Qisat
al-anbiyda (forthcoming). For comparison of the texts, see Mil-
stein's chapter about the relationships between the texts in the
various Qisas al-anbyidamanuscripts.

41. The transition could easily be made by adapting a "joker"
verse to the particular need, like "chi az kdr-i Bzhan sukhan
sdkhtam bi-Barz-yi Suhrab parddkhtam," when starting with the
excerpt from the Barzindma, and later, "chmi az razm-i Barzfu par-
ddkhtam za Gzdarz-u Pfrdn sukhan sdkhtam," when turning b'ack
to the Shdhndma. In addition to such verses, sometimes less
simple transitions are used. In the Oxford manuscript the
calligrapher, having finished the Barzuinama excerpt, returns
to the end of the story of Bizhan and Manizha, and then starts
the story of the twelvejousts. Sometimes verses in praise of Sul-
tan Mahmud of Ghazna are interpolated at the places of tran-
sition.

42. The unusual subject of the imprisonment of Zal in a cage is
illustrated in manuscript H. 1514, copied in 1535-36, as one of
six miniatures accompanying the Bahmanndma. The manu-
scripts produced in the 1570's and 1580's do not include a rep-
resentation of this subject.

43. Rachel Milstein in her chapter comparing the manuscripts
with respect to text and illustration cycle (in the work cited
above, n. 40), concluded that the illustration cycles of all the
Qisas al-anbiyd' manuscripts of that period (regardless of
whether their texts follow Nishapuri, Juvayri or Dayduzami)
follow a similar main structure. However, each cycle acquires
its particular features by deviating from this structure to a cer-
tain degree by omitting a current subject, by illustrating a less
well-known episode, and by inventing a new iconography for
depicting a common subject.

44. This manuscript appeared at auction twice, see Sotheby's Cata-
logue of Highly Important Oriental Manuscripts and Miniatures,
London, 7 December 1970, lot 198; Sotheby ' Catalogue of Orien-
tal Manuscripts and Miniatures, London, 27 April 1994, lot 75.
Only the miniature published in connection with the first auc-
tion belongs to the style found in the two Qisas al-anbiyd'man-
uscripts.

45. London, Keir Collection; see Basil W. Robinson, Ernst J.
Grube, Glyn M. Meredith-Owens, and Robert W. Skelton,
Islamic Paintings and the Arts of the Book, ed. Basil W. Robinson
(London, 1976), pp. 184- 88, nos. III. 234-90; the second man-
uscript, Cambridge, Mass., Arthur M. Sackler Museum, 1985.

275, had been at auction at one time; see Sotheby's Catalogue of
Fine Oriental Manuscripts and Miniatures, London, 15 October
1984, lot 317. For a discussion of their style, see Karin Rfihr-
danz, "Zu Hinweisen auf die Anfertigung von illustrierten
'Prophetengeschichten' im Osmanischen Reich," 9th Interna-
tional Congress of Turkish Art: Contributions, 3 vols. (Istanbul,
1995), 3: 149-59.

46. Zagreb, State Archive, br. A 1, see Sulejman BajraktareviE,
"Ottenfelsova orientalistifka zbirka u zagrebackom Driavnom
arhivu," in Zbornik historijskog instituta jugoslavenske akademije
(Zagreb, 1959), pp. 77-84 (incl. German summary Die Baron
Ottenfels'sche Orientalistische Sammlung im Zagreber Staats-
archiv," pp. 120-21); Islamska Minijatura (Belgrade, Zagreb,
and Mostar, 1985), p. 36, figs. 6, 7, 45-51; Schndme/Knijga kral-
jeva/Book of Kings (folder with color reproductions, Zagreb,
1989). For Qi as al-anbiyda manuscripts with miniatures in the
same style, compare, for instance, the copies in Berlin State
Library, Diez A Fol. 3, see Stchoukine et al., nlluminierte isla-
mischeHandschriften, pp. 66-71, no. 24; and a copy in New York,
Columbia University, Rare Book and Manuscript Collection,
ms. X 892.8 Q1/Q; see Barbara Schmitz, "Lives of the Proph-
ets: An Illustrated Islamic Manuscript," Columbia Library
Columns 41, no. 2 (1992): 20-31.

47. Its earliest appearance in a dated manuscript is in the Kitdb-i
ddstn of 972 (1565), Oxford, Bodleian Library, Ous. Add. 1;
see Robinson, Bodleian Library, pp. 139-40.

48. The structure is, however, the same as in the Topkapi Shdh-
ndma of 1535-36 (H. 1514).

49. Some of these changes were only introduced by Qajar over-
painting. It is, however, not difficult to separate these -which
mainly involve faces and some figures - from the original sty-
listic changes.

50. In this respect, Philadelphia 0.51 is an important manuscript.
Nearly half of the miniatures were executed by a hand not
found in the Qisas al-anbiyd' copies. This artist appears to be
farther removed from Persian models and less well trained in
drawing. The painter was more than randomly engaged in the
production of illustrated interpolated Shdhndma manuscripts.
Four dispersed miniatures by his hand include the subject of
Faramurz's death said to be part of the Fardmurzndma; see Art
Islamique et On'ientalisme (tudes Daussy-Riclbs), Drouot-Riche-
lieu, 15juin 1990, no. 157.

51. The dragon appears almost vertically in the copies of the New
York Public Library, Spencer Pers. MS. 1, fol. 89a, and Spencer
Pers. MS. fol. 82a; see Barbara Schmitz, with contributions by
Latif Khayyat, Svat Soucek, and Massoud Pourfarrokh, Islamic
Manuscripts in the New York Public Library (New York and Ox-
ford, 1992), fig. 120; and in B 249, fol. 93a, of the Topkapi
Saray Museum. Ultimately, this iconography may derive from
the respective miniature of the dispersed Fdlndma; see Ereditd
dell'lslam: Arte islamica in Italia, ed. Giovanni Curatola (Venice,
1993), pp. 439-41, no. 288.

52. See Spencer Pers. MS. 46, fol. 82a, in the New York Public
Library mentioned above, and the copy in Berlin State Library,
Diez A Fol. 3, fol. 106b, see Stchoukine et al., Illuminierte Isla-
mische Handschriften, pl. 27.

53. New York, Metropolitan Museum of Art, 13.228.11 and
13.228.14, see Abraham V.W. Jackson, and Abraham Yohan-
nan, A Catalogue of the Collection of Persian Manuscripts including
also Some Turkish and Arabic Presented to the Metropolitan Museum
of Art New York by A. Smith Cochran (New York, 1914), pp. 8-14,
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no. 1; and pp. 38-44, no. 5. These two manuscripts may be part
of a second group of truncated and interpolated Shdhndma
manuscripts which, judging by the style of their illustrations,
were produced about 1600. For other related copies, see Top
kapg Sarayz Mtizesindeki 5ahname Yazmalarzndan Secme Minyattur-
ler (Istanbul, 1971), pp. 23-24 (concerning H. 1502 and H.
1512 of the Topkapi Saray Museum, Istanbul).

54. 13.228.11, fol. 500a, and 13.228.14, fol. 502b.
55.. At some time, the owner of the manuscript was a certain

Muhammad Rashid, beylikfi-i divanz himayun. However, this
inscription on fol. 2a is not dated.

56. For the Nuzhat al-akhbar of Ahmad Faridun, Istanbul, Topkapi
Saray Museum, H. 1339, see Geza Feher, Tiirkische Miniaturen
(Budapest, 1976), pls. XLII, XLV-XLVII. Double-page minia-
tures representing events are already more prominent in this
manuscript than in Arifi's Futuhdat-ijamila of 964 (1557), Istan-
bul, Topkapi Saray Museum, H. 1592.

57. See above, n. 50.
58. It should again be stressed that this conclusion pertains only to

the analyzed material. Concerning the mathnawis of Nizami,
Amir Khusraw Dihlawi, andJami that are related to our Shah-
nima group by the style of their illustrations the question
remains open. However, a first review of the related Aj> ib al-
makhluiqrt manuscripts shows that their texts seem to be dealt
with in the same way. Further research will, one hopes, clarify
whether this phenomenon is restricted in time and place or
whether it is a more common practice of commercial produc-
tion, and also, whether it is connected to the type of text and
the character of the copy. Has, for instance, the existence of a
parallel oral tradition (as existed in the case of the epics as well
as in the case of the stories of the prophets and the tales about
the wonders of the creation) a decisive influence on the
degree of freedom a calligrapher would take with a given text?
How far did the character of a manuscript as an art object

influence his decision? Would the calligrapher invest more
effort in the creation of an individual text if the copy is
planned as a luxuriously illuminated and illustrated manu-
script? Bertel's mentions in passing that often the most beauti-
fully written copies of the Shdhndma present the most corrupt
text, see Firdousiz Shakh-ndme, 1: 7.

59. This was the impression provoked by Budaq Qazvini's remarks
about the Shiraz calligraphers of commercially produced
manuscripts when he wrote that in Shiraz the women were the
scribes, and if illiterate, they would copy as if they were draw-
ing; see Oleg F. Akimushkin, "Zametki Budaka Munshi Kaz-
wini o masterakh 'Knizhnogo Rukodeliia'," in Vostochnyi sbor-
nik, 5 (St. Petersburg, 1993), pp. 112-13. It is, of course, possible
that this kind of mechanical copying of texts is characteristic
of Shiraz work in the second part of the sixteenth century.

60. Hanna Sohrweide, "Dichter und Gelehrte aus dem Osten im
Osmanischen Reich (1453-1600)," Der Islam 46 (1970): 263-
302; Christine Woodhead, "An Experiment in Official Histo-
riography: The Post of the Sehnmuneci in the Ottoman Empire,
c. 1555-1605," Wissenschaftliche Zeitschriffi'r die Kunde des Mor-
genlands 75 (1983): 158; Cornell H. Fleischer, Bureaucrat and
Intellectual in the Ottoman Empire: The Historian Mustafa Ali
(1571-1600) (Princeton, N.J.. 1986), pp. 21-24, 70-71, 253-54.

61. Robert Branner, Manuscript Painting in Paris During the Reign of
Saint Louis: A Study of Styles (Berkeley, Los Angeles and Lon-
don, 1977), particularly pp. 11-15; Richard H. Rouse and Mary
A. Rouse, "The Commercial Production of Manuscript Books
in Late-Thirteenth-Century and Early-Fourteenth-Century
Paris," in Medieval Book Production: Assessing the Evidence, ed.
Linda L. Brownrigg (Los Altos Hills, Calif., 1990), pp. 103-15.

62. English translation according to Oleg F. Akimushkin, and Ana-
tol A. Ivanov, "The Art of Illumination," in The Arts of the Book
in CentralAsia 14th-16th Centuries, ed. Basil Gray (Paris and Lon-
don, 1979), p. 50.
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