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Abstract
Introduction: During the reign of Shah Tahmasp (930-984 A.H.), a Muraqqa was commissioned by Shah Quli
Khalifa, the royal seal-keeper of Shah Tahmasp, and prepared under his patronage. Today, this Muraqqa is
preserved in the Istanbul University Library under the catalog number nekfy01422. Accordingly, the aim of this
article is to introduce this Muraqqa and, in particular, to examine its unique preface (dibacha). It seeks to answer
the following questions: «In what year was the Shah Tahmasp Muraqqa produced? What works does it contain and
by which artists? To which historical periods does each of these works belong?»
Research Method: The research method is historical-analytical. Data were gathered from library sources and from
the Muraqqa, accessed online via the Istanbul University Library.
Findings: The examination of the Shah Tahmasp Muraqqa reveals that, unlike other Muraqqas, it consists of three
sections: An opening preface (dibacha), a main body containing calligraphic panels and paintings, and a concluding
preface. It was compiled between the years 936-965 A.H. or 945-965 A.H. for Shah Quli Khalifa Muhrdar (the
Seal-Keeper), and its scribe was Shah Mahmud Nishapuri. The earliest calligraphic piece dates to 746 A.H., while
the most recent one belongs to 945 A.H. Works by 33 calligraphers and two painters from the Injuid, Ilkhanid,
Jalayirid, Timurid, and Safavid schools were identified. Single examples of calligraphy by Shah Ismail Safavid,
Shah Tahmasp, Bahram Mirza, and Sam Mirza are included in this Muraqqa. Miniatures from ‘Kalila and Dimna’
of the Jalayirid period, as well as the preface of the Muraqqa of Amir Alishir Navai, written by Abdullah Morvarid,
are also contained within it.
Conclusion: The results indicate that this Muraqqa was produced after Shah Tahmasp’s repentance in 939 A.H.
and his subsequent turning away from amusements and worldly pleasures. The existence of such a Muraqqa
demonstrates that Shah Tahmasp did not completely abandon art and its patronage. Rather, his attention shifted
away from commissioning large-scale manuscripts, which required immense expenditures of time and money,
toward smaller-scale works such as single-sheet paintings and Muraqqa-making, which replaced the earlier
monumental courtly productions.
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Introduction and Problem Definition

Muraqqas are written and pictorial historical documents that can significantly contribute to
a deeper understanding of historical periods and artistic developments in various schools.
According to existing evidence, the oldest Muraqqas include the Muraqqa of Abd al-Qadir
(807-822 A.H.), the Muraqqa of the Seven Masters (820-837 A.H.), and the Muraqqa of
Amir Alishir Navai (897 A.H.), which have been identified from the Timurid period. During
the reign of Shah Tahmasp Safavid, when the arts of miniature painting and calligraphy
reached their peak of refinement and advancement, numerous Muraqqas were
commissioned by Shah Tahmasp, Prince Bahram Mirza, and other figures. These are, like
the illustrated manuscripts of that period, unparalleled in their kind. The Shah Tahmasp
Muraqqa is one such example, compiled by Shah Quli Khalifa Muhrdar (the Seal-Keeper)
(939-965 A.H.), and today preserved in the Istanbul University Library under the number
nekfy01422. A significant feature of this Muraqqa is its possession of a preface (dibacha)
both at the beginning and the end, composed in the tradition of Shah Quli Khalifa’s library.
The Muraqqa contains exceptionally precious and exquisite works by calligraphers of the
Injuid, Ilkhanid, Timurid, and Safavid periods, as well as miniatures from the Jalayirid and
Safavid eras, all of which are unique in their kind. Since not all Muraqqas produced in Iran
include a preface, and only a limited number possess this feature, the study of prefaces is of
considerable importance for tracing the historical trajectory of the arts in different periods.
Yet, the more critical issue in this article is that the binding and folios of the Shah Tahmasp
Muraqqa have been disassembled and subsequently reassembled in an irregular and illogical
sequence. This has also caused the preface pages to lose their unity and continuity, as they
are scattered across various folios. As a result, those encountering this Muraqqa for the first
time remain unaware of the existence of such a preface within it. The same applies to other
works contained in this Muragqga. Another noteworthy point is that this Muraqqa and its
preface have never been published or studied in any source. The purpose of this article is
therefore to introduce the Shah Tahmasp Muraqqa and to examine its unique preface,
addressing the following questions: «In what year was the Shah Tahmasp Muraqqa
produced? What works does it contain, and by which artists? To which historical periods
and artistic schools can these works be attributed?»

Research Method

The methodology of this study is historical-analytical with a qualitative approach. Data
were gathered from library sources, while the digital version of the Shah Tahmasp Muraqqa
was accessed online through the Istanbul University Library. The Shah Tahmasp Muraqqa,
catalogued under the number nekfy01422, is preserved Istanbul University Library and
consists of 92 folios. All the illustrations included in this article have been selected directly
from the Muraqqa. From the perspective of the visual material used in this study, the
statistical corpus consists of 11 images and four calligraphic folios. Image 1 pertains to
paintings attributed to Shah Tahmasp. Image 2 comprises calligraphic works bearing the
signatures of Shah Tahmasp, Bahram Mirza, and Sam Mirza. Images 3 to 6 are dedicated
to the calligraphy of Shah Mahmud Nishapuri. Images 7 to 15 encompass the entire text of
the preface (dibacha) of Shah Quli Khalifa Muhrdar (the Seal-Keeper), as contained in this
Muraqqa. In accordance with the tradition of codicology in Iran, the abbreviated letters « »

(recto) and «o» (verso) are used in the foliation of this Muraqqa. In the present article, the

discussion proceeds as follows: First, an overview of the eightfold classification of
Muraqqas from the standpoint of content is provided; second, the subject of prefaces within
Muraqqas is addressed; third, the Shah Tahmasp Muraqqa is introduced and its contents
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examined; and finally, the preface of Shah Quli Khalifa Muhrdar (the Seal-Keeper) is
analyzed in detail.

Research Background

Only a limited number of studies have been conducted on Safavid-period Muraqqas, and
particularly on their prefaces. «Rahimi Pordanjani» (2023), in an article entitled «A Study
on the Evolution of the Structure of Safavid Album Prefaces», described and compared the
prefaces of Dust Muhammad, Qutb al-Din Muhammad Qesseh-Khan, Shah Quli Khalifa,
Malik Daylami, Shams al-Din Muhammad Wasfi, Muhammad Mohsen, Khwaja
Muhammad Mirak Salihi, and Murtaza Quli Shamlu. However, none of the original texts
of the prefaces are provided in the article, and thus, readers are left without a direct textual
basis for the analysis and comparisons offered. Moreover, the author did not directly consult
the preface of Shah Quli, but rather relied on the account of Thackston. In another article
entitled «A Defense of Painting: Analysis of Qutb al-Din Muhammad’s Preface to the Shah
Tahmasp’s Album with an Analytical Historical-Sociology Approach», «Rahimi
Pordanjani et al.» (2018) investigated the reasons for the appearance of prefaces, identifying
three key factors: The author’s background, literary tradition, and social context. Similarly,
«Khodadadi Naeini» (2015), in «The Preface of Shah Muhammad Muzahhib’s Muraqqa»,
examined the historical roots of the text, concluding that the beginning portion of Shah
Muhammad’s preface appears to have been borrowed from another Muraqqa dating to the
first half of the 10th century A.H., while its ending was modified to suit the author’s own
intent. «Seki» (2002), in «The Preface of Qutb al-Din Muhammad Qesseh-Khan to the Shah
Tahmasp Muraqqa», emphasized the importance of this preface in the history of Safavid
manuscript illumination and explored the role it played as a model for later art historians in
subsequent Muraqqas. «Vahdati Daneshmand» (2004), in an article reviewing «The
Prefaces on Images: Writing the History of Art in Sixteenth-Century Iran» by David J.
Roxburgh, highlighted the author’s approach. In the first appendix of this book, Roxburgh
introduces the prefaces of Muraqqas by Marvarid, Khwandamir, Dust Muhammad, Shah
Quli Khalifa, Malik Daylami, Mir Sayyid Ahmad, Shams al-Din Muhammad, Muhammad
Mohsen, and Muhammad Salih. However, the original texts of the prefaces are not included,
and only facsimiles of their opening pages are referenced. Notably, Rahimi Pordanjani,
before translating and publishing this book, had already produced several articles
(mentioned above) based on Roxburgh’s model. Roxburgh’s book was published in 2024
in Persian under the title « Prefacing the image: the writing of art history in sixteenth century
Irany, translated and annotated by Hanif Rahimi Pordanjani, by Matn Publishing. As the
research background shows, none of the above articles or books have specifically addressed
the contents of the Shah Tahmasp Muraqqa and its preface. This article is therefore the first
attempt to provide a fresh presentation of this Muraqqa, including its preface and inner
contents, to readers. The contents of this Muraqqa remind us that, contrary to common
assumptions, the production of courtly artworks continued after Shah Tahmasp’s repentance
in 939 A.H. until his death. Moreover, it contains works from the Jalayirid and Timurid
periods, which have been far less accessible to researchers. For example, the preface of
Amir Alishir Navai Muraqqga, penned by Shihab al-Din Abdullah Morvarid, long considered
lost, is among the folios included here. Each work preserved in this Muraqqa can, in fact,
serve as a separate subject of study and help fill gaps in the scholarship on Persian painting.
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Types of Muraqqas

In the major libraries and museums of Iran and the world, numerous Muraqqas are
preserved, the study of which can provide valuable insights into the manner of compilation
and arrangement of their contents. Muraqqas can be classified, based on their contents, into
the following eight categories:

1. Muraqqas consisting of a single collection of artworks: These Muraqqas generally
contain a single text or artistic work, such as calligraphy or painting. In such Muraqqas, the
viewer may observe the continuity of a single text, such as supplications, prayers, courtly
letters, or miniatures from a particular school of painting or across different periods.
Examples include the Muraqqa of Ahmad Neyrizi’s calligraphy (no. 4171, Library of the
Islamic Consultative Assembly) and the Muraqqa of Forty Hadiths (no. per227, Chester
Beatty Library).

2. Muraqqas devoted solely to calligraphic works of calligraphers from a single
historical period: Example: Muraqqa no. 19.2015, Harvard Art Museums'.

3. Muraqqas combining calligraphy and miniature painting from a single historical
period: Example: Muragga no. 386, Morgan Library?.

4. Muraqqas containing collections of calligraphy and miniature painting spanning
multiple historical periods: Example: Majma‘ al-‘Aja’ib Muraqqa (no. nekfy01423,
Istanbul University Library).

5. Muraqqas combining paintings, drawings, calligraphy, and Iranian engravings
from different periods, alongside works of artists from the Mughal, Ottoman, and
other foreign schools: Examples: Muraqqa no. 247, «Smith-Lazoff®» (Bibliothéque
nationale de France) and the Jahangir Shah Muraqqa (no. PPN7177403x, Berlin State
Library?).

6. Muraqqas commissioned or ordered by Kkings, princes, and courtiers, often
possessing a dedicated preface: Examples: The Muragga of Amir Alishir Navai, the
Muraqqa of Bahram Mirza, and the Muraqqga of Qutb al-Din Muhammad Qesseh-Khan.

7. Muraqqas compiled by certain Orientalists: The works in these Muraqqas were
acquired over time by these individuals through purchase, gift, or by cutting out and
detaching illustrations from manuscripts, which were then assembled into albums
associated with them. Example: The Diez Album (Muraqqa) in the Berlin State Library.

8. Muraqqas devoted exclusively to the works of a single calligrapher or painter:
Example: The Muraqqga of Rashid Deylami’s calligraphy (no. 481941, Library of Congress)
(Raeisi, 2024).

Prefaces in Muraqqas

Given that many of the illustrated works of the Timurid period were strongly influenced by
the book arts and artistic traditions of the Jalayirid era, it appears that the practice of
compiling anthologies (golchin) and Muraqqas likewise originated under Jalayirid
influence, mainly since many Jalayirid artists, after the death of Sultan Ahmad (813 A.H.),
migrated to Shiraz to the court of Eskandar Sultan (r. 807-817 A.H.). «Ajand» identifies the
most significant characteristic of Eskandar Sultan’s patronage of manuscript production as
his support for the creation of anthologies of literary and scientific texts (Ajand, 2008, 189).
These anthologies were vast compilations of abridged philosophical, literary, scientific, and
historical works, accompanied by illuminations, marginal ornamentations, miniature
paintings, and calligraphy, together forming complementary artistic ensembles. In contrast
to anthologies, which often comprised extensive volumes, Muraqqas were collections of
one or several works of varying sizes and dimensions, differing in both their scale and their
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methods of compilation. Mayel Heravi, in his book entitled «Book Design in Islamic
Civilization», describes the Muraqqa as follows: «In the usage of classical book-artists and
artisans, it refers to folios and pieces of calligraphy and paintings, connected in a particular
manner and placed between two boards, such that when opened, all the folios and pieces
are aligned in a single orderly row, and when closed, it resembles a book». (Mayel Heravi,
2018, 325-326). Thus, Muraqqas are collections of detached folios and fragments (raq‘a),
which in English are often termed «albums» and, in Persian usage, also called daftar
(notebook) or jiing (compilation) (Khalili & Safwat, 2000, 70). In a comprehensive artistic
definition, a Muraqqa, jung, or album can be understood as a volume consisting of single-
or multi-leaf works of drawing, painting, flower-bird compositions, and calligraphy,
accompanied by decorative illuminations (Tazhhib) and marginal ornamentation (tash'tr).
These works are integrated with auxiliary arts, including papermaking, cloud and wind
design, découpage, mounting, gilding, ruling, and margining. The folios are bound in a book
form or accordion-style and then combined into a single volume. Muraqqas may include a
preface (dibacha) as well as a concluding section (anjameh). The dibacha is a prologue
written by the patron or compiler of the Muraqqa, either in their own hand or by a scribe. It
may begin with a tahmidiya (praise of God) and encomium of the king or prince, followed
by a statement of the purpose and theme of the Muraqqa. Some prefaces also contain
reflections on the origins of the arts and their masters, such as the dibacha of Dust
Muhammad in the Muraqqa of Bahram Mirza. The anjameh of some prefaces include
prayers, as well as the name of the scribe and the date of completion. One of the most
significant features distinguishing anthologies (golchins) from Muraqqas is precisely the
presence of the prefaces at the beginning of Muraqqas, written by the compiler or scribe,
which conveys valuable information to readers. Accordingly, the most essential Muraqqas
are those furnished with a written preface. The preface of Muraqqas functions much like
art-historical texts, acquainting readers with the historical trajectory of the arts, the active
artists of the period, and the patrons—Kkings, princes, viziers, and courtiers—who
commissioned the works. The contents of each Muraqqa are thus invaluable historical
documents from which significant information about their themes and contents can be
derived. Each work can serve as a record identifying artists whose names may not appear
in illustrated manuscripts or biographical sources. The absence of signatures in many
illustrated manuscripts has often deprived readers of knowledge about their creators; hence,
Muraqqa-making provided the opportunity for artists to have their names inscribed beneath
the works they produced (Thackston, 2001, VII). notes that the oldest known Muraqqa is
the Muraqqa of the Seven Masters, preserved under the number H2310 in the Topkapi
Palace. This compilation consists of works by seven master calligraphers of the seventh and
eighth centuries A.H., assembled for the library of Baysunghur Mirza. It includes works by
Yaqut al-Musta‘simi, Mubarakshah, Arghuan Kameli, Ahmad Suhrawardi, Abd Allah
Sayrafi, Pir Yahya Sufi, and Muhammad b. Haydar al-Huseyni. The dated folios of this
Muraqga span from 690 A.H. (a folio by Yagqiit, folio 102v) to 753 A.H. (a folio by Arghuan
Kameli, folio 18r). The dates of the folios and the stylistic features of other works in the
Shah Tahmasp Muraqqa show that these belong to the periods of the Injuids, the late
Ilkhanid and early Jalayirid eras, the Timurids, and the Safavids. Among these is a preface
by Shihab al-Din Abdullah. Muhammad Morvarid, written for the rare Muraqqa of Amir
Alishir Navai in 897 A.H. Fortunately, this preface survives, albeit in disordered form,
among the concluding folios of the Shah Tahmasp Muraqqa. In Morvarid’s Munsha’at, this
preface is referred to as the «Insha of the Hazrat Mir Muraqqa» (Morvarid Bayani Kirmani,
2019, 217).
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The Shah Tahmasp Muraqqa

In addition to the numerous manuscripts produced during the reign of Shah Tahmasp,
reference can also be made to Muraqqgas such as the Bahram Mirza Muraqqga (951 A.H.),
the Qutb al-Din Muhammad Qesseh-Khan Muraqqa (964 A.H.), the Shah Quli Khalifa
Muhrdar (the Seal-Keeper) Muraqqga (965 A.H.), the Amir Husayn Beg Muraqqa (968
A.H.), and the Shams al-Din Muhammad Wasfi Muraqqa (984 A.H.). The dates of these
Muraqqas indicate that they were produced after Shah Tahmasp’s repentance and his
renunciation of worldly amusements. The existence of such Muraqqas disproves the claims
of some historians and researchers, showing that Shah Tahmasp did not completely abandon
the arts or their patronage. Rather, his attention shifted away from the production of large-
scale manuscripts, which required vast expenditures and considerable time, to smaller
formats. The dating of the Wasfi Muraqqa (984 A.H.) clearly demonstrates that Shah
Tahmasp continued to support the arts until the year of his death. «Canby» argues that «with
the Safavid court’s withdrawal of support for the arts, large commissions were no longer
undertaken, and as a result, the production of single-page paintings and Muraqqa
compilation replaced large courtly projects» (Canby, 2014, 20). The Shah Tahmasp
Muraqqa, with the preface (dibacha) of Shah Quli Khalifa Muhrdar (the Seal-Keeper), is
today preserved in the Library of Istanbul University under the number nekfy01422. The
codex consists of 92 folios. It is evident that the binding of the Shah Tahmasp Muraqqa was
broken apart, and the folios were reassembled in a disorderly fashion. Whoever undertook
this rebinding did so without regard for the logical order and coherence of the folios, thereby
creating an entirely new arrangement. The disorder of the folios has led observers
encountering the Muraqqa for the first time to assume that each folio is an isolated and
independent work with no specific relation to the others. This significant problem can only
be resolved through considerable time and meticulous effort, involving the careful reading
of each folio and tracing the interconnections among the works. For example, the preface
states that the first piece adorning this Muraqqga (the «Gulshan-e Ma‘na» or «Rose-Garden
of Meaningy) is a calligraphy by Shah Tahmasp himself: «Particularly since its first folio
of the Gulshan-e Ma'na has been graced by the beauty of ‘the handwriting of this king,” the
quintessence of perfection, this shadow of the arena of might and majesty» (Shah Tahmasp
Muraqgqa, fol. 51). Yet in the currently rebound Muraqqa, this folio has been misplaced into
fol. 64v. The principal contents of the Muraqqa begin at fol. 2r and continue through fol.
90v. On fol. 2r, there is a gilded shamsa (medallion) with inscriptions and head-medallions
(Sar-Toranj) above and below. Within the inscriptions and the center of the shamsa, there
once existed text identifying the owner, but the name of the owner has been entirely erased
and obliterated. Only the phrase «al:S o ,» (According to library tradition) remains in

the upper inscription of the shamsa. At the beginning of the preface, a gilded illuminated
headpiece (sarluh) is found. The preface of Shah Quli Khalifa begins on fol. 2v and
continues through fol. 5v, but fol. 6r (which continues the preface) has been displaced to
fol. 42v, while the concluding section of the preface is located at fol. 54v. This disruption
of the preface text itself clearly demonstrates that the folios of this Muraqqa were separated,
disassembled, and then clumsily and irregularly rebound together. The same disarray
characterizes all the folios of the Muraqqa, causing it to lose its original unity and coherence.
This Muraqga contains a collection of works by calligraphers, painters, and illuminators.
According to the signatures (ragams) present in some of the works, the names of 33
calligraphers appear, including: Shah-Mahmud Nishapuri, Sultan Huseyn [Bayqara],
Rustam Ali Shahi, Abdi Nishapuri [Abdi Shahi], Azhar al-Katib, Sultan Muhammad
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Khandan, Muhammad Abrishami Mashhadi, Shaykh Muhammad al-Katib, Yar Alj,
Muhammad Mumin, Mashhadi, Muhammad Mumin ibn Abdullah Morvarid, Sultan Ali
Mashhadi, Nasrallah Tayib, Sayfallah Kirmani, Arghun Kamali, Ismail ibn Haydar al-
Huseyni (Shah Ismail), Abdullah Sayrafi, Muhammad Qasim, Kamal al-Din Mahmud ibn
Abd al-Haqq Sabzavari, Abdullah Heravi, Muhammad al-Hakim al-Hafiz al-Tarkibi al-
Yazdi, Mawlana Yari Muzahhib, Tahmasp al-Husayni, Bahram Mirza, Sam Mirza, Nur al-
Din Muhammad al-Purani, Zayn al-Din Mahmud, Ghiyath al-Din, Abdallah Muhammad
al-Bukhari, Abdullah ibn Muhammad Marvarid, Yahya al-Jamali al-Sufi, and Vali Gilani.
The earliest dated folio (fol. 53r) belongs to Yahya al-Jamali al-Sufi, copied in Shiraz in
746 A H. for Abu’l-Ishaq Injii. The Timurid-period folios bear the dates 821, 834, 853, 860,
and 897 A.H., while the Safavid-period folios correspond to the years 920, 924, 925, 928,
and 945 A.H. The last Timurid piece, dated 897 A.H., is by Shihab al-Din Abdullah ibn
Muhammad Marvarid and Vali Gilani during the reign of Sultan Huseyn Baygara—
Marvarid wrote it for the preface (dibacha) of the Amir Alishir Navai Muraqqa (fols. 79r,
79v, 89r, 89v), while Vali Gilani copied a specimen in Shikasta-Taliq script after the hand
of Khwaja Taj Salmani (fol. 81v). The latest Safavid-period work, dated 945 A.H., is by
Rustam Ali Shahi, who transcribed a ghazal by Hafez in Chalipa-Nastaliq format (fol. 69v).
In addition, painters such as Mawlana Qadimi [Qadimi Musavvir] and Ustad Haydar Ali
have signed works included in this Muraqqa. Forty-six miniatures from the Jalayirid-era
manuscript ‘Kalila and Dimna’ of Sultan Uways, as well as several Safavid calligraphic and
pictorial folios lacking signatures, are also scattered throughout the collection. The
dimensions of the folios are 476x340 mm, and all are ruled with ten parallel panels (dah-
band) in various colors. The margins of all folios are decorated with cloud-patterned (abr1)
and gold-sprinkled (zarafshan) paper. The gold-sprinkled folios of this Muraqqa closely
resemble those of the Shahnameh of Shah Tahmasp. According to historians and
biographers, after being summoned by Shah Ismail from Herat to Tabriz in 928 A.H., Shah
Tahmasp displayed an ardent passion and deep affection for painting. It appears that the
cultural and artistic environment of Herat, together with the training of Kamal al-Din Bihzad
and the teachings of Sultan Muhammad, nurtured and cultivated this artistic talent in the
young Tahmasp. Eskandar Beg Turkman states: «His Majesty was a pupil of the renowned
master Sultan Muhammad Musavvir, having brought drawing and the refinement of the pen
to the highest degree. Whenever respite was obtained from affairs of state and the
responsibilities of ruling, he would practice painting to refresh his mind» (Eskandar Beg
Turkman, 2011, 222). It seems likely that the single folio paintings on fols. 53, 59, 64, 65,
66, 68, and 69 of the Shah Tahmasp Muraqqa, including portraits of certain courtiers, a
copied miniature of a bird, and a drawing of a demon holding an angel in its arms, are
products of the young Shah’s own hand. The figures he painted are generally depicted with
short stature and corpulent bodies, wearing Qizilbash hats. The design, coloring, and
outlining of these figures bear a striking resemblance to the authenticated work of Shah
Tahmasp preserved in the Bahram Mirza Muraqqa (951 A.H.) (Fig. 1). In the preface
(dibacha), Shah Quli notes that Shah Tahmasp graciously contributed several pieces and
paintings so that he himself might arrange and embellish them. These few pieces and
paintings appear to refer precisely to the examples mentioned above. Shah Tahmasp also
showed particular affection and interest in calligraphy. The presence of first-rank
calligraphers in his royal atelier, such as Shah-Mahmud Nishapuri, Rustam Ali Heravi, and
Mawlana Abdi Nishapuri, all honored with the title «Shahi», as well as other masters like
Muhammad Abrishami Mashhadi, pupil of Sultan Ali Mashhadi, and Sheykh Muhammad
Sabzavari, whose works are included in this Muraqqa, attests to the Shah’s patronage and
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support of these artists. From such masters, he himself learned the art of Nastaliq script.
According to the text of the preface, the first folio of this Muraqqa, following the preface,
contains a quatrain written in Chalipa-Nastaliq that belongs to Shah Tahmasp. Below it are
two additional folios inscribed by Bahram Mirza and Sam Mirza (Fig. 2).
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Shah Tahmasp’s style in painting and calligraphy has been affirmed by most experts. As
«Qazi Ahmad» states in ‘Golestan-e Honar’: «In the beginning, he showed complete
inclination toward practicing Naskh-Taliq script and drawing. He devoted his blessed hours
to it and became an unrivaled master. In design and portraiture, he surpassed all painters.
The blessed subtleties of his minute strokes and the miraculous movements of his exemplary
penmanship deserve a hundred thousand praises and countless commendations». (Qazi
Ahmad Qomi, 1987, 138).

Shah Quli Khalifa Muhrdar (the Seal-Keeper)

Before examining the main text of the preface composed by Shah Quli Khalifa, a brief
account of the patron of this Muraqqa is in order. Based on the preface itself and the titles
attributed to Shah Quli Zulqadr, in addition to his office as the royal seal-keeper (muhrdar)
of Shah Tahmasp, he also held the position of ‘caliph of the caliphs’ (khalifat al-khulafa).
According to Savory, the office of ‘caliph of the caliphs’ was the highest spiritual rank in
the Safavid order after the ‘perfect spiritual guide’ (murshid-e kamil), and later within the
Safavid state. Since the Qizilbash Sufis were mostly Turkic or Turkmen, the holder of this
office was, by necessity, also a Qizilbash, usually a Turkmen. All Sufis of the order obeyed
his instructions as though they were those of the spiritual guide (murshid). The leaders of
the Safavid order, and later the Safavid monarchs, supervised their disciples both inside and
outside Iran through the ‘caliph of the caliphs’ and his deputies, known as ‘Sufi masters’
(pirs), maintaining close contact with them (Savory, 2010, 15; Savory, 2003, 349). This
demonstrates the exalted position Shah Quli enjoyed in the administration of Shah
Tahmasp’s reign, which later earned him the additional appointment as royal seal-keeper.
Although limited information is available in Safavid-period sources about Shah Quli
Khalifa, traces of his role can be found in «Kholasat al-Tavarikh» and «Tarikh-e¢ Alam-ara-
ye Abbasi». Before becoming the exclusive seal-keeper of Shah Tahmasp, he had been «one
of the great amirs, governor of Lar and the Persian Gulf region» (Eskandar Beg Turkman,
2011, 184). He was of the Zulqadr tribe of Shiraz. «Kholasat al-Tavarikh» records the
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following regarding the conferral of the seal-keeper position upon Shah Quli Khalifa: «In
the ninth year of the reign of the august sovereign, that is, in the year 939 A.H., in the
Sahibabad area of Tabriz, when Mahmud Beg Zulgadr, who was the seal-keeper, fell from
his horse and passed away, his office was conferred upon Shah Quli Khalifa Qurghluy
Zulgadr, who at that time was serving as ‘Ishik-aqasi bashi’». (Qazi Ahmad Qomi, 1980,
vol. 1, 223). In addition to his position as royal seal-keeper, Shah Quli Khalifa was also
considered a powerful military commander who participated in most campaigns alongside
the Shah and the court. In 943 A.H., when ‘Ubaydullah Khan Uzbek advanced into
Khorasan, Shah Quli Khalifa was among Shah Tahmasp’s imperial army. By royal
command, he proceeded to Tabas, bringing Prince Sam Mirza from the fortress there to the
sovereign’s court (Eskandar Beg Turkman, 2011, 93). In 945 A.H., during the war between
Shah Tahmasp and the Ottoman Sultan, Shah Quli Khalifa was again among the victorious
troops; on the twentieth of Rabi al-Awwal, they entered Van and captured the fortress (Qazi
Ahmad Qomi, 1980, 243). In 951 A.H., when the Mughal ruler Humayun found his throne
shaken and unstable, he sought refuge at the court of Shah Tahmasp Safavid. «When the
royal encampment was located between Abhar and Soltaniyeh, Humayun arrived there»
(Hosseini Khatunabadi, 1973, 470). On this occasion, Shah Quli Khalifa, together with
Prince Bahram Mirza, Prince Sam Mirza, Qazi Jahan, and several leading amirs and
statesmen, went forth to greet him. In 956 A.H., when Prince Alqas Mirza rebelled and fled
to the Ottoman court of Sultan Suleiman, causing disturbances in Marivan, Shah Quli
Khalifa, alongside Prince Bahram Mirza and Ibrahim Khan Zulqadr, led an army of twenty
thousand to confront him, defeating him in the fortress of Marivan (Eskandar Beg Turkman,
2011, 104). The «Tarikh-e Alam-ara-ye Abbasi» mentions Shah Quli Khalifa for the last
time in 965 A.H. When Shah Tahmasp had taken residence in Qazvin, a group of Turkmen
gathered and rebelled against Ibrahim Khan Zulqadr, governor of Astarabad. For this
reason, Shah Tahmasp appointed Shah Quli Khalifa as commander of a contingent of amirs
to suppress the Astarabad uprising. According to Eskandar Beg’s chronicle, while pursuing
the rebellious Iyay-Ukhlu Turkmen in the burning heat of the Atrak desert, Shah Quli
Khalifa was suddenly stricken with colic and passed away (Eskandar Beg Turkman, 2011,
147). The life of Shah Quli Khalifa demonstrates that, in addition to holding the esteemed
office of royal seal-keeper in the Safavid court, he was a valiant military leader loyal to the
king. Furthermore, the Muraqqa he commissioned testifies to his refined artistic sensibility
and patronage of the arts.

Date of the Muraqqa

Concerning the time of compilation and arrangement of the Shah Tahmasp Muraqqga, two
possible chronological frames may be considered based on the available evidence. First,
Shah Quli Khalifa was appointed to the office of royal seal-keeper in 939 A.H., a title
explicitly mentioned in the preface of the Muraqqa. Since he passed away in 965 A.H., it is
plausible that the Muraqqga he sponsored was completed sometime between 939 A.H. and
965 A.H. Second, the earliest signed and dated piece within this Muraqqa is a calligraphic
work by Rustam Ali Shahi, dated 945 A.H. The remaining dated folios are all earlier than
this year. Thus, it is highly probable that the compilation of the Muraqqa was finalized
between 945 A.H., the date of Rustam Ali Shahi’s work, and the year of Shah Quli Khalifa’s
death in 965 A.H.
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The Preface of Shah Quli Khalifa Muhrdar (the Seal-Keeper)

The preface of the Muraqqa begins with praise of the Creator and the beauty of divine
creation manifested through the grace of calligraphy, followed by laudation of the Prophet
Muhammad (PBUH), the Commander of the Faithful Ali (AS), and his descendants, and it
concludes with a supplication. The main body of the preface, which commences with the
phrase «amma ba‘d» («now then»), contains several noteworthy points. First, the
calligrapher or author of the preface introduces himself as the «narrator of this eloquent
account», while identifying Shah Quli Khalifa, the seal-keeper, as the patron and
commissioner of this distinguished Muraqqa. He addresses Shah Quli Khalifa with
numerous honorific titles and notes that for a long time, he had been intent on gathering a
collection of works by the great masters of calligraphy. From the narrator’s words, it appears
that Shah Quli Khalifa’s original intention was limited to assembling calligraphic
specimens, without including paintings, miniatures, or drawings. Yet, in the present
Muraqga, we encounter not only calligraphy but also a considerable number of miniatures
and designs. Second, the text recounts that when Shah Quli Khalifa was planning to collect
the calligraphies, Shah Tahmasp, out of generosity and affection, graciously bestowed upon
him several unparalleled folios and paintings and instructed him regarding their
arrangement and decoration. Thus, the Muraqqa was adorned and completed, likened to a
«shooting star». Moreover, beyond those unmatched contributions, Shah Tahmasp also
gifted Shah Quli Khalifa a calligraphic piece of his own hand to embellish this «beautifully
inscribed treatise» and «garden of meaning». Because of the later disbinding and irregular
rebinding of the folios of the Shah Quli Muraqqa, the Shah Tahmasp specimen, which
should have been at the beginning, now appears on folio 64v. The first section of the
Muraqga concludes with a eulogy in verse, expressing gratitude and praise to the Shah.
Thereafter, the primary sequence of calligraphic folios and miniatures begins. Upon their
completion, the final portion of the preface reappears. In the current state of the manuscript,
these two final pages of the preface are located on folios 21v and 27v. Overall, then, this
Muraqga may be divided into three sections: 1. The opening preface; 2. The main body,
consisting of calligraphic specimens and miniatures; 3. The concluding preface. A
particularly significant point in the closing portion of the preface is the narrator’s statement
that this Muraqqa «was completed for the library of the exalted, noble in office, preeminent
among emirs, supreme deputy of deputies, the illustrious and renowned Amir, Shah Quli
Khalifa, the Seal-Keeper» (Fig. 15). This statement demonstrates that Shah Quli Khalifa, in
his capacity as ‘caliph of the caliphs’ and seal-keeper, maintained his own library, for which
this Muraqqa was compiled. The concluding section of the preface does not contain any
chronogram indicating the date of completion, nor does it mention the name of the scribe.
However, the quality of the script, its fluency and eloquence, and the stylistic resemblance
to the script of the Khamsa of Shah Tahmasp suggest that the hand responsible for the
preface may have been that of Shah Mahmud Nishapuri, whose other calligraphic
specimens are also present in this Muraqqa (Figs. 3-6).
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Figs. 3-6. Calligraphic exercises by Shah Mahmud Nishapuri, fol. 6r, fol. 11r, fol 69r, fol. 75v, Shah Tahmasp
Muraqqa, no. nekfy01422. Source: Istanbul University Library, n.d.

Text of the Preface of the Shah Quli Khalifa Seal-Keeper Muraqqa
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(the Seal-Keeper). Folio 1v,
Shah Tahmasp Muraqqa, No.
nekfy01422. Source: Istanbul
University Library, n.d.

Fig. 8. Preface of Shah Quli
Khalifa Muhrdar (the Seal-
Keeper). Folio 2r, Shah
Tahmasp Muraqqa, No.
nekfy01422. Source: Istanbul
University Library, n.d.
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Fig. 12. Preface of Shah Quli
Khalifa Muhrdar (the Seal-
Keeper). Folio 4r, Shah
Tahmasp Muraqqa, No.
nekfy01422. Source: Istanbul
University Library, n.d.

: /’ (_',_/r.,ﬂu 54l »wu(

;UL{/r'——I [ L—(—/
-:Ju_;ﬂ—)/rf; R

u’,';;,p.r‘

| [ B Y
o‘u;'!b{_j;'_ﬁ . ‘_-"""’;‘C:’g')‘f”b(:’
Wl el - & .TJ._C‘//‘,,,A
4 ,V’,L_//'th [ _,/f_,.-(,,w' :f'u
__/ﬁ/'_/u J/ _/ﬁ,u‘; Lt
‘ —/,z/hu__,g/ ._.«_",ﬁ

(O]

2l 1553 JUSIlo ol Jae 1sly] 28 2l o sy fslyplle ple L ol /i o 5 o pomy 5o /g8 ¥lg iy o ol
Sy dod e 7ol 0055 25 092 45 )l [pU1 Gl el ol S [plST Ol 518 gl s 10555 L 95l ol
IS 35 391 S led [l G5y 091 a5 Lol 5l S [2ias iliS 5 ko y5 /528 ialed Canss cp0 4 [ cyeo)
o5 25 55 5L Tl 5 ) ol it o8, Iy 57 g 1 e 1y S b by oy s oL 0l
b ol iy e ol cgs g5 falas] gdye cnl il 45 S auo. (Fig. 13) il s Gyl 1 o [ stol
olls sy 1ol e 5 Jue pdlel gl s e olle 5y 5 Lo Jle SRS oLtoly Slo il 92 5

2 Wl ryf,u_l‘{u; =
SIS e - wf,{:,y@“y_/;
e s e =
Dt OO
r l;?’:{__’zgu
i u‘-f‘-—’// Ll b Ut
ﬁ-?”c’qg;-—',f,é % e

' '-—/:'L.// 21 ]’

‘ JU-/BJ,../ ‘

Fig. 13 Preface of Shah Quh 7

Khalifa Muhrdar (the Seal-Keeper).

Folio 4v, Shah Tahmasp Muraqqa,
No. nekfy01422. Source: Istanbul
University Library, n.d.

47

g

d ' (,w-_%/i'./"u L::J 920 (ié/"w:'iu/s
,‘ (A:LJ/ k,h/ /é : .'.' 2
"(f »’/UL,!L;;,(QJJ?LJMUH I

T e i |

‘J%wuu

Flg 14 Preface of Shah Quh
Khalifa Muhrdar (the Seal-
Keeper). Folio 21v, Shah Tahmasp
Muraqqa, No. nekfy01422.
Source: Istanbul University
Library, n.d.

M::U;ﬁ:w. i

Iy L3202
RO

Y ﬁuuuwdudu@wp

= f(ﬁ{w‘fig_,!""t’.l(u{
'&my’%ki"a/&“jﬁ ]
1C u';lr’ﬁ J’””?’”CJ’/ J/-"')/ i

Afiz' u%vtg/ lryJ/_,,-),

Flg 15 Preface of Shah Quli
Khalifa Muhrdar (the Seal-
Keeper). Folio 27v, Shah Tahmasp
Muraqqa, No. nekfy01422.
Source: Istanbul University
Library, n.d.

PAYKAREH, Journal of Art Faculty, Shahid Chamran University of Ahvaz



PAYKAREH

Volume 14 Issue 41 Autumn 2025 Pages 35-50

Dy SsS (pe LS Al e (Ble as8 el [0l J5:d (Ve dilep [2)0 S ol JLEIALS
ol 5 caloghs byl ks 315 gl 0l Lis 5 (390 45 ool ¢ prakacall 5 LYol sl 5 Lol ane
WS b oy ) BlelsS cgz plillagy I pLYIAES e alasl 5 atllae 5 atihlo S b s dlals
i ol O 51 el s plasl doey o ppodials Lol o ladiele sl el o olilidlaids o ) eVlosas

Jged Byt 5 008 o (sllas g g dmiio 2 Lo (59, 5l i o8 il 0ad @8ly (o5 S5 b (5 yeals ST 4S5 o]
(Fig. 15) ome due il agll g al>Y dll e 5 0iils 5 Jgoge

Conclusion

Examinations demonstrate that the Shah Tahmasp Muraqqa consists of three sections: The
opening preface, the main body containing calligraphic pieces and paintings, and the closing
portion of the preface. The style and manner of writing in the preface closely resemble the
calligraphy of Shah Mahmud Nishapuri in the extant pieces of this Muraqqa as well as in
the Khamsa of Shah Tahmasp. All folios are framed with regular ruling in colored bands.
On the first folio of the Muraqqa appears an illuminated shamsa with inscriptions and
headpieces (Sar-Toraj), though the inner text has been effaced, leaving only the phrase
«alesS o, (According to library tradition) legible. At the beginning of the preface, an

illuminated frontispiece is placed. The opening part of the preface spans folios Ir to 4v,
while its concluding section appears on folios 21v and 27v. According to the text of the
preface, this Muraqqa was compiled and ornamented for the library of Shah Quli Khalifa
Mubhrdar (the Seal-Keeper) at the court of Shah Tahmasp. Given that Shah Quli Khalifa
held the office of seal-keeper between 939 and 965 A.H., the compilation of this Muraqqa
should be situated within this period, more specifically between 945 and 965 A.H., based
on the dated piece by Rustam Ali from 945 A.H., which represents the latest recorded work
during Shah Quli’s tenure. The signatures (ragams) of the artists confirm that the works in
this Muraqqa belong to the Inju, Ilkhanid, Jalayirid, Timurid, and Safavid periods. The
oldest dated piece is attributed to Yahya al-Jamali al-Sufi from the Inju period, written in
Shiraz in 746 A.H., while the latest is by Rustam Ali, dated 945 A.H. The Muraqqa further
contains miniatures from the «Kalia and Dimnay of Sultan Uways Jalayir, unfinished folios
from the Shahnameh of Shah Tahmasp, single-page miniatures by Shah Tahmasp himself,
Qadimi Musavvir, and Ustad Haydar Musavvir, as well as four polychrome illuminated
pieces signed by Shah Ismail . In total, works by thirty-three calligraphers and two painters
have been identified through their signatures within this compilation. Each folio of the
Muraqqa measures 476x340 mm, with margins decorated in cloud-patterned (abrT) and
gold-sprinkled (zar-afshan) techniques. Another significant aspect of this Muraqqa is the
presence of the preface to the Amir Alishir Navai Muraqqa, penned in Shikasta-Ttaliq by
Shihab al-Din Abd Allah ibn Muhammad Morvarid in 897 A.H., as well as a treatise on
physiognomy (‘ilm al-qiyafa) authored by Muhammad Abrishami Mashhadi in 920 A.H.
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