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This article presents a very rare manuscript of a Muntakhab al-Suwar (selection of
Quranic chapters) calligraphed by Ibrabim Sultin b. Shabrukh. This manuscript was
transcribed in large format in Ramadan 830 AH/June 1427 AD and endowed to the
holy shrine of Shih-Chiragh in Ramadan 834 AH/May-June 1431 AD. Therefore, it
is considered to be one of the last known works calligraphed by Ibrahim Sultin. It is
kept in the Pars museum in Shiraz. In this article, the unique codicology and special
characteristics of this masterpiece are studied, and the important historical aspects of
Tbrahim Sultin and the art works attributed to him are elaborated. The style of his
calligraphy will also be examined to find out the sources of inspiration for his distinct style.
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Introduction

In formatting Islamic manuscripts, the Holy Qur’an has been produced in either one
or several volumes. If all the chapters (sizras) of a Quran are put together in one
volume, it is known as a Qui'an-i Jami (“complete Quran”). Qur'ans in 2, 4, 30,
60 and 120 sections are also common in the production of Quran manuscripts. In
these Qur'ans, the order of the chapters and verses is respected and the number of
volumes usually follows the arrangement of the Holy Qur'an. For example, in the
Qurans of thirty sections, which are the most common Qur'an manuscripts of
several volumes, each juz’ makes one volume: the first volume contains the first
juz’, the second volume contains the second juz’, and so on to the thirtieth volume.

There is another type of Quran manuscript where a selection of chapters is put
together in one volume. These Qur’ans are known as Muntakhab al-Suwar (a selection
of chapters). In comparison to the other types of Qur'an manuscripts, Muntakhab al-
Suwar is rare. This article presents a very rare Qur'an manuscript of Muntakhab al-
Suwar calligraphed by Ibrahim Sultan b. Shahrukh. This Qur'an, the Ibrahim

Sultan Mushaf (ISM), is one of the most important manuscripts produced in
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Shiraz in the Timarid era. However, it is not much known by researchers. In this
paper, the unique codicology and special characteristics of this masterpiece are
studied. Prior to that, we consider the important historical qualities of Ibrahim
Sultan and the art works attributed to him. The style of his calligraphy in this
Qur’an will also be examined to find out the source of inspiration for his distinct style.

The ISM was endowed to the holy shrine of Shah- Chlragh during Ibrahim
Sultan’s lifetime. However, there is no accurate documented information about this
manuscript and its whereabouts until 1936. In this year, the ISM was transferred
from the Holy Shrine of Shah-Chiragh to the Pars Museum.” Years later,
M. T. Danish-Pazhth mentioned the ISM in his report on the manuscripts of the
Pars Museum. However, he confused its codicology with the monumental Qur’'an
known as Hifdah-Man, which is also attributed to Ibrahim Sultan Based on an
old catalogue, both these Qur'ans were kept in the same cabinet in the museum.
Some other scholars also made the similar mistake and failed to notice the differences
between these two Qur'ans.’

In early 1976, the ISM and two other manuscripts of the Pars Museum were exhib-
ited in “An Exhibition of Qur'an Manuscripts at the British lerary A brief descrip-
tion of the ISM was presented in the catalogue of this exhibition.® In that year, Martin
Lings, one of the authors of this catalogue, used the same description along with the
pictures of the opening double page and the sum heading cartouche of a/-Shira in The
Quranic Art of Calligraphy and Hllustration.”

The ISM is registered in the old inventories of the Pars Museum under numbers
279 and 430. In the new register, it comes under number 550.

Ibrahim Sultan’s Patronage of the Arts

Ibrahim Sultan, the son of Shahrukh and the grandson of Timar, was born in late
Shawwal 796 AH/August 1394 AD® and passed away in early Shawwal 838 AH/
May 1435 AD.’ Timir gave him the title of “Sultan Ibrahim, 10 2nd his nickname

IShih-Chirigh is the resting place of Ahmad, the son of Misa al-Kazim, the seventh Imam of the
Shi‘a. Ahmad is the older brother of ‘Ali b. Musa al-Rida, the eighth Imam of the Shi‘, who is buried
in Mashhad. According to historical documents, Ahmad was murdered by the agents of al-Ma'min,
the Abbasid caliph, in Shiraz and buried there. Shah-Chiragh has at least been known since the tenth
century AD, and numerous manuscripts have been endowed to his shrine since the fourteenth century
AD. See Junayd Shirazi, Tadhkira-yi Hizar-Mazar, 331-7; Fursat Shirazi, Asar-i ‘Ajam, 745-9.

*National lerary and Archives of Iran, no. 250-987.

3Danish-Pazhih, “Fihrist-i Kitab- Khana-ha-yi Shiraz,” 257-9.

*Aflatiini, Rihnami- -yi Miiza- yz Pirs, 11.

SSee Soucek, “Ebrahim Soltan,” 76-8.

ngs and Safadi, The Quran: Catalogue of an Exhibition of Qur an Manuscripts, 74.

"Lings, The Qu’anic Art of Calligraphy and Ulumination, pl. 81-2; see also Lentz and Lowry, Timir
and the Princely Vision, 370.

Sham1, Zafarnima, 156=7; Yazdi, Zafarnama, 788-9.
?Samarqandi, Matla'-i Sa‘dayn va Majma'-i Bahrayn, 449; Fasih-khwifi, Mujmal, 276.

'9Shami, Zafarnima, 157.

https://doi.org/10.1080/00210862.2019.1631702 Published online by Cambridge University Press


https://doi.org/10.1080/00210862.2019.1631702

Tbribim Sultan’s Mushaf 975

was “Abu al-Fath.” He was also called “Mughith al-Din.” He has been given some
other names and titles in the historical documents but he is most often known as
“Ibrahim Sultan.”'!

In Rajab 817 AH/September 1414 AD, when Ibrahim Sultan was only twenty-one
years old, he was appointed governor of Fars province. He ruled in Shiraz, the capital
city of Fars, for nearly two decades. Previously, he had been the governor of Balkh
(1409-14 AD) and he was not meant to become the governor of Fars. After defeating
a rebellion by Iskandar Sultan, Shahrukh intended to appoint Amir Midrab Bahadur
as the governor of Fars province. However after his sudden death, Ibrahim Sultin
became the governor of Fars instead.'?

At the beginning of Ibrahim Sultan’s rule of Fars, Mirza Bayqara attacked Shiraz
with the encouragement of Iskandar Sultan the former governor of Fars. Ibrahim
Sultan’s forces were defeated near Bayda Ibrahim Sultan lost his position in
Shiraz for more than five months (Rabi‘ I to Ramadan 818 AH/May to November
1415 AD) until his father Shahrukh returned and helped him to regain the governor-
Shlp This time Shahrukh made more systematic provisions to strengthen his son’s
position as the ruler of Fars. Therefore, the second half of Ibrahim Sultan’s life was
spent peacefully in Shiraz, until his sudden death.

After the restoration of his rule over Fars, there are two main points about Ibrahim
Sultan in the historical documents: first, his skillful ability in war, such as with Azer-
baijan (823 AH/1420 AD and 832 AH/1429 AD), Nakhchivan (824 AH/1421 AD)
and Khuzestan (825 AH/1422 AD), where he fought alongside his father, Shahrukh;
second, his patronage of the arts and literature, which spread his fame from Shiraz to
Samarqand and Herat. Nearly all Ibrahim Sultan’s cultural and artistic achievements
occurred when he was the governor of Fars.

Ibrahim Sultan took the throne in Shiraz from his rebellious cousin Iskandar Sultan
(1410-14 AD). Ibrahim Sultan and his cousin had different political views. However,
in terms of the patronage of the arts, Ibrahim Sultan is regarded as the one who con-
tinued what Iskandar Sultan had started. It is known that Iskandar Sultin had estab-
lished an atelier in Shiraz and supported the arts, especially the production of
important literary manuscrlpts > In fact, Ibrahim Sultin stepped into Iskandar
Sultan’s shoes and revived his atelier. A comparative study of the works produced
during the reigns of these two Timurid princes in Shiraz reveals the influence of Iskan-
dar Sultan’s atelier on the style and decoration of the manuscripts ordered by Ibrahim
Sultan. We even know of some artists, such as Mahmad al-Husayni, Jalal al-Din

Ugee Soucek, “Ebrahim Soltan,” 76-8.

Hafiz Abr, Zubdat al-Tavirikh, 599-662; Samarqandi, Matla'-i Sa'dayn va Majma'-i Bahrayn,
200-3; Fasith-khwafi, Mujmal, 216-18.

"3A small region near Shiraz.

YKhwand-Mir, Tarikh-i Habib al-Siyar, 593-5; Samarqandi, Matla'-i Sa'dayn wa Majma'-i Bahrayn,
218-27; Fasih-khwafi, Mujmal, 221-3.

15Gee Soucek, “Eskandar Soltan,” 603—4; for the list of the manuscnpts written under his patronage,
see Lentz and Lowry, Timir and the Princely Vision, 370-1; Soucek, “The Manuscripts of Iskandar
Sultan,” 116-31.
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Mahmud al-Mughithi and Nasir al-Din Muhammad Mudhahhib, who worked under
the rule of both princcs.16 After the fall of Iskandar Sultan, these artists joined Ibrahim
Sultan’s atelier.

Ibrahim Sultan was versed in literature and he held the scholars in high esteem and
gave them a great deal of support and encouragement. There are a few literary works
attributed to Ibrahim Sultan. Scholars such as Sharaf al-Din ‘Ali Yazdi, Hafiz Abri,
Kamal al-Din b. Ghiyath al-Din Shirazi, Talib Jajrumi, Hajji Mansar, Shuja and
Hafiz “Allaf Shirazi wrote their books under his patronage and dedicated them to
him. An inventory of the artists and the valuable manuscripts of Ibrahim Sultan’s
library has been compiled and is still being expanded.l7 These impressive activities
have put Ibrahim Sultan at the top of the patrons of the arts in the Timurid era.
In addition to his fame as a patron of the arts, Ibrahim Sultan himself was a great
artist.

Lbrabhim Sultan and Calligraphy

Ibrahim Sultan was a calligrapher and he was as famous as his brother Baysunqur
Mirza for calligraphy. He wrote in the “six scripts” (aglim sitta) following the style
of Yaqit al-Musta'simi. Dawlat-shah Samarqandi (1438-94 AD) hinted at this."®
The influence of Yaqut on the calligraphers of the fourteenth and fifteenth centuries
AD who wrote in the “six scripts” was apparent. Though Ibrahim Sultan was not an
exception to this influence, he has to be considered as the follower of Pir-Muhammad
Shirazi, a lesser known calligrapher of the fourteenth-fifteenth century AD.

Pir-Muhammad Shirazi was Ibrahim Sultan’s master in calligraphy. Pir-
Muhammad wrote in the “six scripts” so masterfully that he was called the “Yaqut-
¢ Thani” (the second Yaqit)."” It is believed that Pir-Muhammad wrote many inscrip-
tions on the stone tombs, shrines and monuments in Shiraz.*® However, his only
known inscription is in the Jami‘ ‘Atiq mosque.”' The writing style of this inscription
indicates that Ibrahim Sultan followed the style of his master to some extent.

In the historical documents, Ibrahim Sultan’s talent in calligraphzy has been praised
and a number of works attributed to him have been mentioned,” such as his sar-

mashqs (examples of calligraphy), which changed hands amongst calligraphers, a tile

16Richard, “Nasr al-Soltani, Nasir al-Din Mozahheb,” 89-91, 99—100.

"7For the manuscripts transcribed under Ibrahim Sultan’s patronage, see Lentz and Lowry, Timir and
the Princely Vision, 369-70; Sims, “Ibrahim Sultan’s Ilustrated Zafarnama,” 132-43; Richard, “Nasr al-
Soltani, Nasir al-Din Mozahheb,” 87-104; Uluc, “An Iskandarnima of Nizami,” 235-53.

YSamarqandi, Tadbkirat al-Shu‘arz, 380.

19Bud:?lq Munshi Qazwini, “Javahir al-Akhbar,” 111; Mahmad b. Muhammad, “Qavanin al-Khutut,”
311.

*°Qadi Ahmad Qummi, Calligraphers and Painters, 67; Budiq Munshi Qazwini, “Javahir al-Akhbar,”
111.

*'This inscription is placed in two separate panels on both sides of the entrance to the Khuday-Khana
(House of God) in the Jami' “Atiq mosque. For this inscription and Pir-Muhammad Shirazi, see Mirza-
Abolgasemi, “Katiba-yi Pir-Muhammad-i Shirazi,” 94-6.

https://doi.org/10.1080/00210862.2019.1631702 Published online by Cambridge University Press


https://doi.org/10.1080/00210862.2019.1631702

Tbrihim Sultin’s Mushaf 977

inscription in Sa'di’s tomb, and some inscriptions in the Dar al-Safa and Dar al-Aytam
monuments in Shiraz. Unfortunately, none of these works have survived, but their
descriptions in the historical documents reveal a special characteristic of Ibrahim
Sultan’s style in calligraphy, which is his preference for using large scripts. This is
the reason why he was well known for the calligraphy of the inscriptions as well as
the monumental Quran manuscripts. This particular type of calligraphy spread
amongst Yaqat's followers in the fourteenth century AD, and it stood out especially
in the thuluth and muhaqqaq scripts. Ibrahim Sultan also preferred these two types of
scripts to the other aglam sitta.

There are three inscriptions of Ibrahim Sultan in Tachara Palace in Persepolis and
an important one in the shrine of ‘Pal b. Hamza in Shiraz.”® All of these inscriptions
were written in the thuluth script. There is a Quran manuscript in the kzfr script,
which is in the library of Astan Quds Razavi, the holy shrine in Mashhad. This
Qur’an is attributed to Ja'far al-Sadiq, the sixth Imam of the Shi‘a. The last page of
this manuscript had been damaged, and Ibrahim Sultan rewrote it in the thuluth
script.24 It is reported that there is a page of album (muraqqa’) in the bold thuluth,
naskh and gold riga’ scripts.”> There is also a two-volume Qur'an in the Metropolitan
Museum of Art, which is considered to be Ibrahim Sultan’s unique transcription in
the naskh script.26

In addition, a famous Qur'an manuscript of Ibrahim Sultan is in the library of
Astan Quds Razavi, which he had endowed to the shrine of ‘Ali b. Misa al—Ridé.27
This Quran is a Muntakhab al-Suwar and it is similar to the one in the Pars
museum in terms of dimensions, ruling (jadwal), ruling board (mistara), calligraphy
style and illumination. Therefore, it is more relevant to this study.

Codicology of Ibrahim Sultan’s Mush af in the Pars Museum

Dimensions. The ISM’s cover measures 66 cm by 46 cm and each leaf is 65 cm by
44 cm. In terms of size, the ISM is amongst the few monumental volumes of the
Qur'an produced from the early fourteenth to the middle of the fifteenth century
AD in the Islamic lands. The history of such Qur'ans goes back to the Qur'an of

*See Samarqandi, Tadhkirat al-Shu'ari, 379-80; Sirdj Shirazi, Tubfat al-Muhibbin, 141; Vila
Isfahani, Khuld-i Barin, 522-3; Qadi Ahmad Qummi, Calligraphers and Painters, 69-71; ‘All Afandi,
Manaqib-i Hunarvaran, 49; Husayni Fasd’i, Farsnima, 433.

23For more information about Ibrahim Sultan’s inscriptions in Shiraz, see Mirza-Abolqasemi,
“Ibrahim Sultan va Katiba-Nigari,” 21-30.

*No. 17. Gulchin-Maani, Ribnama-yi Ganjina-yi Qur'an, 53—4.

25thyz'uﬁ, Abval wa Asir-i Khushnivisian, 1014,

2°No. 13.228; Jackson and Yohannan, Cazalogue of the Collection of Persian Manuscripts, 172-7; Lentz
and Lowry, Timiar and the Princely Vision, 84, 332-3.

*No. 414. Sixteen leaves of this Quran were transcribed in the thuluth and rayhani scripts in 827
AH/1424 AD. This manuscript measures 81.7cm by 61.7cm and it includes twelve Siras of the
Qur’'an. For more information, see Gulchin-Ma‘ani, Rihnama-yi Ganjina-yi Qur’in, 137-9; also for pic-
tures of this volume, see Muntakhab-i Suwar-i Qur'an-i Karim bi Khatt-i Ibrihim Sultin.
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thirty sections (juz’) ordered by Sultan Uljaytia. This Quran measures 72 cm by
50 cm and it was produced from 1306 to 1313 AD in Baghdad.28 However, other
Qur'ans of a similar size were produced in the latter half of the fourteenth century
AD.” Such monumental Qur'ans were also transcribed in Shiraz, including the
Hz'fdah—Man.30 Therefore, the ISM and Ibrahim Sultan’s Qur'an manuscript in the
library of Astan Quds Razavi are the latest examples from this period produced in
such large sizes.

Binding. The binding of the ISM is of brown leather and the inner lining of the
binding is of thin cardboard. The binding is decorated with a large medallion and
corners in a frame measuring 55 cm by 34 ¢m. The border of the binding is decorated
with a stamped chain design (darbi zanjiri). The medallion is in the form of chalipa,
with smaller head medallions at the top and bottom. Inside this medallion, there is
another medallion with two head medallions. The medallion and the corners are
covered with an intricate arabesque motif and latticework technique (mushabbak).
Due to the latticework technique, this arabesque design has changed in some parts
such as the form of stems, flowers and leaves (Figure 1).

The doublure is also decorated with a medallion and corners and arabesque motifs
made by stamping. However, the inner and outer parts of the binding have different

designs (Figure 2).
The Order of the Pages. 'The ISM is made of thirty-six leaves (seventy-two pages) that

have been mostly arranged in binion gatherings. The transcription of this book starts
from the back of the first leaf and it ends with a colophon (zargima) on the thirty-
fourth leaf. The endowment note of the ISM is also written on the back of this
leaf. The last two leaves are left blank. This book contains eighteen small chapters
(siaras) of the Quran (Table 1). The Ibrahim Sultain Qur'in manuscript in the
library of3 1Astzin Quds Razavi contains twelve sizras, eight of which are the same as
the ISM.

Hllumination and Ruling. The illuminations of this book include the opening double
page, the siara heading cartouches, the endowment medallion, the roundels amongst

*James, Manuscripts of the Holy Qur'an from the Mamluk Era, 92-126.

*Producing a manuscript of this size corresponds to the size of Baghdadi paper. Baghdadi was the
largest paper made in Islamic lands in the fourteenth and fifteenth centuries AD. Al-Qalgashandi men-
tions this as one of the most famous types of paper in Egypt, Syria and Iraq. This paper was apparently
produced in various sizes. For more information and examples, sce Blair, Islamic Calligraphy, 250-1;
Gacek, Arabic Manuscripts, 192; James, Manuscripts of the Holy Qur'an from the Mamluk Era, 28, 30-
3; Lings, Splendors of Qur'an Calligraphy and Illumination, pl. 105, 107, 109, 125, 137.

*The Hifidah-Man Qurin has been transcribed in two volumes measuring 72cm by 48cm. This
Qur’an was kept in a place called Qur'an Gate. It is situated at the north entrance to Shiraz. The tran-
scription of this Qur'an is attributed to Ibrahim Sultan. On this Qur'an, see Mirza-Abolqasemi, “Qur’n-i
Hifdah-Man,” 233-8.

3!The same siras in both Qurans are al-Fitiha, Yi Sin, al-Dabr, al-Dubi, al-Kafirin, al-Ikhlis, al-
Falag and al-Nis. For comparison, see Muntakhab-i Suwar-i Quran-i Karim bi Khatt-i Ibrihim
Sultin and Mirza-Abolqasemi, Mushaf-i Ibrahim.
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Figure 1. The medallion and the corners with arabesque design on the outer binding

(drawn by hand and graphics software).

Source: The Quran Calligraphcd by Ibrahim Sultan, dated 830 AH/1427 AD, endowed to the holy shrine of Shah-
Chiragh, dated 834 AH/1431 AD, Shiraz, Pars Museum, Ms. 550.

the verses, and the marking of fifth and tenth verses (kbams and ‘ashr) in the margins
of the pages. The illuminations follow the colorful floral style that was common in the
fifteenth century AD. Different colors such as cinnabar (red), white, black, turquoise
and green have been used in the illuminations, but the main colors are gold and lapis.
Lapis is mostly the field color and gold has been used for drawing the motifs. Except in
the repeated motifs (vigira) of the opening double page and the endowment medal-
lion on the last page, the illumination designs are in the floral pattern (kbasi’i). The
scroll arabesque is also seen in some of the sizra heading cartouches (Figure 3).

The illumination of this book follows a style that Elaine Wright names “the blue-
and-gold floral.” She believes that this style existed at least from the Muzaffarid to the
end of the Timiirid era.>” Even-edged wide bands in the cartouches, small pear-shaped
elements in the exterior contour of the opening double page, and the golden scroll
arabesque motifs in the illumination of the ISM exactly correspond to the basic fea-
tures of the blue-and-gold floral style.

The features of the ISM’s illumination resemble some manuscripts produced under
Ibrahim Sultan’s patronage, such as the three divans kept in the National Library of

32For more information about this style and examples, see Wright, The Look of the Book, 71-80.
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Figure 2. The medallion and the corners with arabesque design on the inner binding

(drawn by hand and graphics software).

Source: The Qur'an Calligraphed by Ibrahim Sultan, dated 830 AH/1427 AD, endowed to the holy shrine of Shah-
Chiragh, dated 834 AH/1431 AD, Shiraz, Pars Museum, Ms. 550.

France (no. 1469),33 the Qur'an in the Khalili Collection,>* the anthology (jung) in
the Museum of Turkish and Islamic Arts, Istanbul (no. 1997),%° and the Shahnima in
the Bodleian Library (no. 176).%°

The illuminator of the Bodleian and the Istanbul volumes is called Nasr al-Sultani,
believed to be none other than Nasir al-Din Muhammad Mudhahhib, who was the
head of Ibrihim Sultan’s library in 835 AH/1431 AD in Shiraz.>” The ISM was illu-
minated shortly before this time (1427-31). Therefore, it is likely that the illumina-
tions were done under the supervision of Nasir al-Din Muhammad Mudhahhib or
even by his own hands.

The ruling of the ordinary pages in the ISM measures approximately 49 cm by
33 cm. The variation in size goes back to the “malevolence of quadrature” (zarbi),

33Richard, Splendeurs persanes manuscrits, 75—6.

*ames, After Timir, 26-7.

*Richard, “Nasr al-Soltini, Nasir al-Din Mozahheb,” 93-5.

36 Abdullaeva and Melville, The Persian Book of Kings, 51-7.

*Richard, “Nasr al-Soltini, Nasir al-Din Mozahheb,” 93-5. For this text, see Ra‘ni-Husayni,
“Manshir-i Kalantari-yi Khawja Nasir-i Mudhahhib,” 69-72.
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Table 1. The names and orders of the suras

No Order of Sura Name of Sura Folios
1 1 al-Fatiha 1b-1b

2 20 Ti Ha 2a-11b
3 36 Ya Sin 11b-17a
4 42 al-Showra 17a-23b
5 44 al-Dukhan 23b-26b
6 76 al-Dahr 26b-28b
7 92 al-Layl 28b-29b
8 93 al-Duha 29b-30a
9 105 al-Fil 30a-30b
10 106 Quraysh 30b-31a
11 107 al-M3a’in 31a-31a
12 108 al-Kawthar 31a-31b
13 109 al-Kafirin 31b-32a
14 110 al-Nasr 32a-32b
15 111 al-Masad 32b-32b
16 112 al-Tkhlas 33a-33a
17 113 al-Falaq 33a-33b
18 114 al-Nas 33b-34a

The Qur'an, Calligraphed by Ibrihim Sultin, dated 830 AH/1427AD, endowed to the holy shrine of Shih-Chiragh,
dated 834 AH/1431 AD, Shiraz, Pars Museum, Ms. 550.

an old belief in Islamic culture.’® There are different ways of avoiding #a7bi" in the
ruling, including altering the ninety-degree angle. The irregularity of the ruling
varies by approximately one centimeter, which makes it difficult to measure the
margins of the pages accurately. The average size of the margins of the ordinary
pages is 9 cm at the top, 7 cm at the bottom, 3 cm on the left, and 8.5 cm on the right.

The ruling of the ordinary pages, like the opening double page, is divided into three
sections, but they are not separated by the dividing lines. In the top and bottom sec-
tions of every page, two lines of the Qur'an are written in bold #huluth, tending
towards the muhagqaq script. The space between the two lines is filled with five
lines in the rayhani script. Therefore, every page includes seven lines in large and
small scripts. The ruling board (mistara) of the bold thuluth script and the rayhini
script is 10 cm and 5 cm respectively (Figure 4).

The size and the location of the sizra heading cartouches follow the ruling board
(mistara) of the page in the Qur'an manuscripts and depend on where the previous
sira has ended. In this volume, most of the si7az heading cartouches are between
9.5 ecm and 10.5 cm in breadth, equivalent to the size of the ruling board of a large

38Shaykh al-Hukam3i, “Nuhisat-i Tarbi’,” 89-92.
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Figure 3. The opening double page.
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Source: The Qur'an Calligraphed by Ibrahim Sultan, dated 830 AH/1427 AD, endowed to the holy shrine of Shah-
Chiragh, dated 834 AH/1431A.D, fols. 1b-2a. Shiraz, Pars Museum, Ms. 550.

line or two small lines. Therefore, if a sizra heading cartouche is placed at the top or
bottom of the page, it would replace a large line, and if it is placed in the middle of the
page, it would replace two small lines (Figure 4). An exception to this rule is the Sirar
al-Nasr (32a) with a breadth of 14.6 cm, which is equivalent to the size of the ruling
board of three small lines, and is considered to be the broadest sizra heading cartouche.
Two other exceptions are the a/-Din and al-Kawthar siras (31a), measuring 3.3 cm
and 5.5 cm respectively, which are the narrowest siz7a heading cartouches.

Ibrahim Sultan has made a mistake in the transcription of the opening words of the
basmalah, which is seen under the illumination of the a/l-Tkhlis siira heading cartouche

(Figure 5).

The Calligraphy Style. As mentioned above, the ISM has been transcribed in the
thuluth and rayhani scripts. The thuluth is in black ink outlined in gold, and the
rayhani is in gold ink outlined in black. The diacritical marks are in black ink. In
the rayhani script, the eyes of the letters are filled with black and lapis, and in the
thuluth script, they are either filled with gold or left blank. The dots are square and
round in these two scripts.

The measurement of the ruling board (mzistara) and some letters show that the
thuluth script is twice as wide as the rayhani script. These large and small scripts
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Figure 4. Typical double page with sura heading cartouche of al-Dukhan and the
marking of fifth and tenth verses (kbams and ‘ashr) in the margin. Bold thuluth
(tending towards muhaqqaq) and rayhaini scripts.

Source: The Quran Calligraphed by Ibrahim Sultan, dated 830 AH/1427 AD, endowed to the holy shrine of Shah-
Chiragh, dated 834 AH/1431 AD fols. 23a-24b. Shiraz, Pars Museum, Ms. 550.

are not necessarily uniform in terms of shape, size and some other elements, but they
show that this Qur'an manuscript was written by the same scribe. Ibrahim Sultan’s
Quran in the library of Astan Quds Razavi was transcribed in the same manner.
The vertical letters in the #huluth script are highly elongated. This point is more
prominent in some letters such as a/if and lim, because they cover almost the
whole width of the line. Furthermore, in the majority of the lines, a word or a part
of the word has parted from its rightful place and been superscripted. These are out-
standing features of the Islamic epigraphy style that was common in the Timarid era.
The hlstonans often rely on Ibrahim Sultan’s inscriptions when describing his skill
in calhgraphy As mentioned before, there is an inscription of Ibrahim Sultan at the
entrance of the holy shrine of “Ali b. Hamza in Shiraz (F1gure 6), which is assumed to
be the remains of his monuments near the gate of Istakhr The text of this inscrip-

See Samarqandi, Tadhkirat al-Shu'ard, 379-80; Siraj Shirazi, Tuhfat al-Muhibbin, 141; Budaq
Munshi Qazwini, “Javahir al-Akhbar,” 111; Vala Isfahani, Khuld-i Barin, 522-3; Qadi Ahmad
Qumml, Cal[zgmpbers and Painters, 69-71; ‘Al Afandi, Maniqib-i Hunarvarin, 49.

Sahragard “Ibrahim Sultan Bani-yi Madrasa—yl Dar al-Safa-yi Sultani-yi Shiraz,” 90-3; Mirza-Abol-
qasemi, “Ibrahim Sultan va Katiba-Nigari,” 23-4.
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Figure 5. Al-Ikhlis sura heading cartouche and verses.
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Source: The Quran Calligraphed by Ibrahim Sultan, dated 830 AH/1427 AD, endowed to the holy shrine of Shah-
Chiragh, dated 834 AH/1431 AD, fol. 33a. Shiraz, Pars Museum, Ms. 550.

tion includes a saying of the prophet Ibrahim, written in the thuluth script and carved
into stone. This inscription has been transcribed in a similar way to the bold #huluth
script of the two Qur'an manuscripts, which are in the Pars museum and the library of
Astan Quds Razavi (Figures 6, 7 and 8). A comparative study of these examples reveals
that Ibrahim Sultan followed a similar style in the calligraphy of his inscriptions and
Qur’ans. Ibrahim Sultan’s transcription of the monumental Qur’ans resulted from his
interest and skill in epigraphy.

Figure 6. Ibrahim Sultan’s inscription at the entrance of the holy shrine of ‘Ali
b. Hamza in Shiraz. The thuluth script (n.d.).
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Figure 7. A typical line of the bold thuluth script (tending towards muhaqqaq script).

—
Wap

Source: The Qur'an Calligraphed by Ibrahim Sultan, dated 830 AH/1427 AD, endowed to the holy shrine of Shah-
Chiragh, dated 834 AH/1431 AD, fol. 29a. Shiraz, Pars Museum, Ms. 550.

Figure 8. A typical line of the bold zhuluth script.

Source: The Qur'an Calligraphed by Ibrahim Sultin and endowed to the holy shrine of “Ali b. Misa al-Rida, dated 827
AH/1424 AD, Mashhad, The library of Astan Quds Razavi, Ms. 414.

The Colophon and Endowment. The colophon is written on the thirty-fourth leaf

just after the S#rat al-Nas in four lines, three of which are in the zawqi* script and
one in the bold thuluth script (Figure 9). The text of the colophon reads:

ol JalE G (laluast ol Cren 5l all) e Canal 4

S Waad 5 e all Taals ailin jié 5 die alll lie

Sl ey @l ol s 0 alhll cpulal) All 5 dene 43

13340 Tl il 856 At

“brahim Sultan son of the king Shahrukh, may God forgive him, scribed it on the fourth day of
Ramadan in the year 830 AH, with praise and greetings to the prophet Muhammad and his descendants.
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Ibrahim Sultan finished this volume on the fourth day of Ramadan in 830 AH/29
June 1427 AD. The transcription of his Qur'an manuscript which is at the Metropo-
litan Museum was also finished on this date.** It is surprising that the transcription of
both Qur'ans ended on the same day. Of course, it seems probable that only the colo-
phons were written on the same day as the end of the transcription. It i is interesting
that the texts of both colophons (targima) were written in the same way.*> At any rate,
four years after the completion date of the transcription, the ISM was endowed to
Shah-Chiragh (Ramadan 834 AH/May 1431 AD). The text of the endowment was
written in the zaskh script and black ink on the back of the thirty-fourth leaf. Thls
text is inside a large round medallion and it contains seventeen lines (Figure 10).%

In the colophon of the Qur'an manuscript in the library of Astan Quds Razavi, it is
stated that this Qur'an has been transcribed and endowed as the blessing of Ibrahim
Sultan’s pilgrimage to the shrine of “Ali b. Musa al-Rida in Mashhad. However, there is
no evidence in the ISM to show that the transcription of this Qur'an was firstly
intended to be endowed to the shrine of Shah-Chiragh. Anyhow, the endowment
of such fine and monumental Qur'ans to the shrines of Shi‘a Imams in Mashhad
and Shiraz can be seen in the light of the friendly relationship between the
Timirid court and the Shi‘as in Iran.

“2Gee Jackson and Yohannan, Cazalogue of the Collection of Persian Manuscripts, 172-7.
“The following is the text of the colophon of the Metropolitan Museum’s Qur’an:

@\)@m\_szc}md\@nuﬁjﬁwcﬁuwu&;}u{m}\ J\Aﬂ\d\.\num\kus
A A ael) Dlaild 5 B A&s Sl lan

“The text of the endowment is ag follows:

,Umuw‘;;,u;uuwmjﬁw‘;;uwd&/w\uw\d}\@\dw\
/@Aju.m‘)u\o.\u::ua.\aw‘fdam\ wmy‘m\uu\u\}hdmﬂ\/udﬁu\‘u‘)m
fola / alall (8 DA 5 S el e ahe¥) ST Jie W) Gl Gaa Y1 b
Lg}uud\}&)}.al\ u.\.\s)\;l\ ).\\A rﬂs]\ju.uﬂ\ ).\Lu M\J.ﬂ\}m\.n;]\ u.u.q.\Lud\ u.\.\luasl\
&:'_\:\5..:1 bd\f@}dﬂ\dﬂm) b.lh&&_l}c“\jl\d.\l;w ?JMJ\&_!\_\S\\)J;?A@J‘/\_\“S—I
il g a1 35 lall Uiy it Al (alesdll g 2LV (s il 5 Ly / AGLIEY
Hs;l\u\)sx\”uwmm)ﬂnw\@umw\@/m}} Ualis asa
5 oAb sl e e yd Lo T35 Ty Leles o m S0 / Al dagh) & S (il
M})bﬁj}}‘d\.&)ﬂ a;ﬂ\;h\)ﬁ\/%@\@\d&ﬂ)ﬂ\d)@\J\JA]\
?L‘SM }.\/é\ OJLA\JMUAG”}AU.\.\A;\ EL\Y\U.\E\AY\UJA.AY\ d)\a.“}ﬂy;l\
/AAA\A.&JJ@L@.:&MY\C\.ﬁ\JJ\}Q\Y\}aJM\quJ\).\uaJL@?\F\JE\)@\
U,AU:‘).\\LJJ.\L‘: M\w\ cJA ‘;buﬂ\d.mu.\ﬁ\_ﬂ\ JAAUAM}A\MLG&L‘\A.\)J\
‘_;;:UAA\}MLH“ &A}um\f‘;q& 44| )L.i’d\/ua}d\ 854l Jalad) Ol
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Figure 9. The colophon.

all &

Source: The Quran Calligraphed by Ibrahim Sultan, dated 830 AH /1427 AD, endowed to the holy shrine of Shah-
Chiragh, dated 834 AH/1431 AD, fol. 34a. Shiraz, Pars Museum, Ms. 550.

The Damage and Restoration. The passing of time has left slight scratches and wear
on the binding of the book. Due to damage to the stamped leather of the binding,
some pieces of the lattice arabesque motifs are missing. There were two major areas
of damage to the leather of the back cover, measuring 28x22 cm and 22x20 cm.
This damage was repaired using some leather pieces from another old book
binding. These leather pieces were separated from a large stamped (darbi) binding
with arabesque motifs and a medallion and corner design. The motifs on the
leather pieces do not correspond exactly to those on the main binding but they are
close.

The dryness and thinness of the leaves have caused some cracks, especially near the
spine. This damage, often caused by turning leaves, has been repaired using long strips
of paper. The square plain border of the first and the thirty-fourth leaves and the plain
border near the edge of the second and thirty-third leaves have also been protected
with strips of paper. This paper is lighter in color and thicker than the original and
it has been used in other parts of the ISM. Fortunately, the damage and restoration
have not gone beyond the margin and they have not affected the text except on the
last few leaves (27-34). The most significant restoration of these leaves include:
first, the siara heading cartouches of a/-Kafirin, al-Nasr, al-Masad, al-Falaq and al-
Nis; second, the marks of the fifth and tenth verses (khams and ‘ashr); and, finally,
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Figure 10. The endowment.

3

Source: The Qur'an Calligraphed by Ibrahim Sultan, dated 830 AH/1427 AD, endowed to the holy shrine of Shah-
Chiragh, dated 834 AH/1431 AD, fol. 34a. Shiraz, Pars Museum, Ms. 550.

the missing words in the text of verses, the colophon (zargima) and the endowment of
the Qurian.

The restoration of the illuminations of the last few leaves corresponds closely to the
original design and color. The rewriting of the missing texts has been carried out meti-
culously. Furthermore, a few stains are seen on some leaves, possibly due to damp in
the place where the Qur'an was kept.

Conclusion
There is a four-year gap between the transcription and the endowment of this Qur'an
(ISM). This delay might be due to the processes of completing the manuscript, such as

the ruling, the illumination and the binding. It is also possible that this Qur'an had
been transcribed for a different reason and it was later endowed to the Shih-
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Chiragh shrine. Anyway, the endowment of this Qur'an to the most important shrine
in Shiraz reveals Ibrahim Sultan’s devotion to Shi‘a Muslims.

This Qur'an (ISM) is one of the most brilliant manuscripts produced in Shiraz in
the Timurid era. The format of this book (a selection of Qur’an siras) corresponds to
the prevalent style of selected literary manuscripts in Shiraz at that time. The anthol-
ogy (jung) manuscripts produced in Iskandar Sultin and Ibrahim Sultan’s ateliers are
good examples of this format. The codicology of the ISM, including paper size, page
format and calligraphic style, is similar to the Quran in the library of Astan Quds
Razavi. Ibrahim Sultan transcribed both manuscripts in the same large and small
scripts. The large scripts of these two monumental Qur'ans are impressive. This
style of writing is Ibrahim Sultan’s main quality in transcribing these Qur'ans and
it is inspired by his devotion to epigraphy.
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