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Considering the Shâhnâme’s importance as a monument of Persian literature as well as a
work constitutive of Iranian national identity, the quality of bibliographical information
available about the Shâhnâme’s printed editions is highly unsatisfactory. Research until
quite recently has dealt predominantly with the work’s manuscript copies. Its goal has been
either to establish a faithful and reliable text as close as possible to the author’s presumed
original version or to praise the artistic merits of refined illumination. While the existence
of printed editions was acknowledged as a convenient means of making the text available,
the critical editions prepared by Western orientalist scholars were preferred over the
indigenous production: the numerous Indian and Persian editions of the Shâhnâme have so
far not been regarded as deserving attention in their own right. Even though Iranian
scholars such as the indefatigable Iraj Afshâr dedicated some effort to collecting the
available information on printed editions,2 still today neither the total number of different
editions of the Shâhnâme ever published nor the exact nature of the known editions has
been thoroughly explored. As recently as 1996, the Persian ethnographer Javâd Safinezhâd,
in an article devoted to a comparison of two early editions, lamented the lack of reliable
information about the early history of printing in Iran.3 As if to demonstrate this point,
shortly afterwards a European sales catalogue considered the edition published in Bombay
1272/1855 to be the “fifth lithographed edition of the famous Persian epic”4 (while
reckoning the previous editions as Calcutta 1208, Paris 1217, Bombay 1849 and Teheran
1265–1267). Even though the quoted statement erroneously takes into account the
Shâhnâme’s first two editions printed in movable type, ironically its evaluation may
eventually prove to be correct (reckoning the lithographed editions Bombay 1262/1846,
Bombay 1266/1849, Teheran 1265–67/1851–53 and an unidentified edition Bombay
1270/1853). Yet mistakes such as the one quoted show that a thorough bibliographical
survey of the Shâhnâme’s printed editions is long overdue. Such a survey should take into
account the available bibliographical data from various sources. Unfortunately, a number of
the Shâhnâme’s Indian editions, particularly the later ones, are not listed in the available
catalogues of major collections such as those in Istanbul,5 London,6 St Petersburg 7 or
Islamabad.8 At any rate, even the most extensive bibliographical documentation cannot
replace an in situ examination necessary to determine to which degree, if any, the relevant
lithographed copy diverges from other known copies of the same edition. In this respect, it
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is useful to remember that due to the specific circumstances of lithographic printing, each
copy of a given edition is potentially unique.

Taking into account the current state of research, the present essay may also be
considered as a contribution towards the bibliographical documentation of the Shâhnâme’s
Persian editions.9 Its main focus, however, lies in introducing the illustrations included in
the Persian editions, as well as discussing the models from which they derive. In this respect,
the present essay supplements the broad scholarly activity concerning the illustration of the
Shâhnâme in illuminated manuscripts.10 To begin with, the major points in the history of
printing in Iran are commonly acknowledged as follows:

� The first book printed in movable type in Iran during the Qajar period was produced in
1233/1817.11

� The first book printed in Iran by way of the lithographic technique invented at the end
of the 18th century is a copy of the Qoran published in Tabriz, dated either 1248/183212

or 1250/1834.13

� The first illustrated lithographic book produced in Iran is a copy of Maktabi’s Leili va
Majnun published in 1259/1843;14 illustrating lithographic books became a current
practice in Iran only as of 1263/1847.

� In about 1270, printing in movable type ceased altogether; for about two decades up to
about 1290/1874, all books published in Iran were produced by way of lithographic
printing.

� No exact date has been discussed so far as for the introduction of lithographic printing
to India. Judging from the available data, this process probably was initiated not much
earlier than the introduction of lithographic printing to Iran.

As is well known, after only a single volume of a projected complete edition of eight
volumes had been published by Matthew Lumsden in Calcutta in 1811, the first complete
edition of the Shâhnâme printed in movable type was prepared by Turner Macan and
published in four volumes in Calcutta 1829. Besides the editio princeps, other 19th-
century editions printed in movable type were published by Jules Mohl (Paris
1838–1878) and Johann August Vullers (Leiden 1877–1879), respectively. The vast
majority of editions of the Shâhnâme, however, were printed by way of lithography. As
already mentioned, the exact number of lithographic editions of the Shâhnâme remains
unknown. Starting with the edition Bombay 1262/1846 probably some 30 lithographed
Oriental editions of the Shâhnâme were published, most of them in Indian cities such as
Bombay, Lucknow and Cawnpore. Before the first Persian edition, and besides the first
Bombay edition, one more Indian edition was published, notably by the same publisher,
in Bombay 1266/1849. After that date, a total of five lithographed editions were
published in Iran up to and including the famous large-sized edition prepared by order of
Hosein Pâshâ Khân Amir Bahâdor known as Shâhnâme-ye Bahâdori (Teheran
1319–1322/1901–1904). The bibliographic details of the two early Indian editions as well
as those of all the Persian editions are as follows:15

� 1262/1846 (dated colophons text p. 1103 Jumâdâ II 15, molheqât p. 101 Rajab 4)
Bombay; ff. 17 fehrest-e salâtin, dibâche, hajv-nâme + pp. 1103 text (–328 book 1; –564
book 2; –851 book 3) + 101 molheqât + 31 [recte 30] farhang; 21.5 × 31.5 cm, written
space 14.5 × 24 cm, 4 columns, 27 lines; calligraphy by Rezâ al-Hoseini al-Shirâzi; 57
illustrations by an unknown artist; published by Mohammad Mahdi Esfahâni.
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References: Safinezhâd, pp. 27–28; Istanbul, University Library 76396 (Karatay, p. 61);
St Petersburg, Oriental Institute Hd IV 30 (Shcheglova 1975, no. 1012); St Petersburg,
Gorki Library O III 423 (Shcheglova 1989, no. 285); Teheran, Ketâbkhâne-ye melli
8040; Teheran, Ketâbkhâne-ye Farhangestân-e zabân va adabiyât-e fârsi; private
collection.

� 1266/1849 (dated colophons text p. 1102 and molheqât p. 101 Moharram 1 Bombay;
pp. 24 [recte 26] fehrest-e salâtin, dibâche, hajv-nâme + 1102 text (–328 book 1;
–564 book 2; –852 book 3) + 101 molheqât + 32 [recte 31] farhang; 19.5 × 29 cm,
written space 14.2 × 23.9 cm, 4 columns, 27 lines; calligraphy by Rezâ b. Ahmad al-
Hoseini al-Shirâzi; 57 illustrations by ‘Ali Akbar; published by Mohammad Bâqer
Shirâzi.
References: Moshâr, col. 2083; Afshâr 1968, p. 193, no. 5; Islamabad, Ketâbkhâne-ye
Ganj-bakhsh 4184/7537 + 4258/7582 etc. (Noushâhi 1, 646); Istanbul, University
Library 891.55–1 F 51 (Karatay, p. 61); London, British Museum 14807.h.4 (Edwards,
p. 248); Paris, Langues’O UU I 79 and F I 10; St Petersburg, Gorki Library O IV 60
(Shcheglova 1989, no. 286); Teheran: Ketâbkhâne-ye melli 14002; private collection.

� 1265–67/1851–53 (date mentioned on title page 1265; dated colophon f. 579a
Moharram 4, 1267) Teheran; ff. 1b–13b hajv-nâme, dibâche + 14a–532a text (–169b
book 1; –280b book 2; –415b book 3) + 532b–579a molheqât + 579b–595 [?]
farhang, fehrest-e salâtin; 20.5 × 33 cm, written space 15.5 × 26.5 cm, 4 columns, 29
lines; calligraphy by Mostafâ-Qoli b. Mohammad Hâdi Soltân Kajuri; 57 illustrations
by Mirzâ ‘Ali-Qoli Khu’i; published by Hâjji Mohammad Hosein Tehrâni.
References: Moshâr, col. 2083; Afshâr 1968, p. 193 f., no. 4 and 6 (identical);
Safinezhâd, pp. 28–30; Berlin, Staatsbibliothek Preussischer Kulturbesitz fol. Zv 1279;
Cambridge: University Library Moh. 634.a.1; London, British Museum 757.1.4
(Edwards, p. 249 [contains two variant illustrations]); Mashhad, Ketâbkhâne-ye
markazi-ye Âstân-e qods 8906, 8565 (Fâzel Hâshemi, no. 154, 155); Munic, Staatsbi-
bliothek A. Or. fol. 249 (ex libris Steph. Quatremère); New York Public Library; Paris,
École des langues orientales UU I 79; St Petersburg, Oriental Institute Ps IV 85
(Shcheglova 1975, no. 1013); Teheran: Ketâbkhâne-ye melli 9465; Teheran: Ketâb-
khâne-ye Farhangestân-e zabân va adabiyât-e fârsi; Zürich, Orientalisches Seminar K
XI 1; private collection.

� 1275/1858 (dated colophons f. 368a Zu-Hejje, 1275; f. 400a Jomâdâ I, 1275) Tabriz;
ff. 1b –10a dibâche, hajv-nâme, 10b–368a text (–108b book 1; –187a book 2; –284b
book 3), 368b–400a molheqât, 400b–411b fehrest-e salâtin + 412b publisher’s
portrait; 22.5 × 36 cm, written space 16.5 × 29.5, 6 columns, 29 lines; calligraphy by
‘Askar-Khân b. Hosein-Beg Ordubâdi (al-asl Tabrizi al-maskan); 57 illustrations by
Ostâd-e Sattâr; published by Mashdi Hâjji Âqâ b. Âqâ Ahmad Tabrizi.
References: Afshâr 1968, p. 195, no. 9; Rome, Accademia Nazionale dei Lincei (ex
libris Leone Caetani); Teheran, Ketâbkhâne-ye Dâneshkade-ye adabiyât (Mas’udi, no.
104); private collection.

� 1307/1889 (dated colophon p. 495 Zu-Qa’de 1307) Teheran; ff. 634 (–19 fehrest-e
salâtin, dibâche, hajv-nâme; –202 book 1, –334 book 2, –495 book 3) + 58 molheqât
+ 5 farhang; 21 × 34 cm, written space 16.5 × 28 cm, 6 columns, 33 lines; calligraphy by
Mohammad Rezâ-ye Safâ “Soltân al-kottâb” b. Hâjji Khâqâni Mahallâti; 62 illustrations
by Mustafà; published by Mohammad Hosein Kâshâni.
References: St Petersburg, Oriental Institute Ps IV 86 (Shcheglova 1975, no. 1017);
private collection.
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� 1316/1898 Tabriz; pp. 634 + 58; 21 × 36 cm, written space 17 × 28 cm; 6 columns, 33
lines; calligraphy by Mirzâ ‘Ali Delkhun b. Mohammad Javâd Tabrizi; 63 illustrations by
`Abd al-Hosein, Kerbelâ’i Hasan Naqqâsh; published by ‘Ali-Âqâ.
References: Afshâr 1968, 198, no. 20; Teheran: Ketâbkhâne-ye melli 7523; Teheran,
Ketâbkhâne-ye Dâneshkade-ye adabiyât (Mas‘udi, no. 103); Teheran, Ketâbkhâne-ye
Farhangestân-e zabân va adabiyât-e fârsi.

� 1319–1322/1901–1904 (dated colophon book 2, p. 123 Rabi’ II 14, 1320; book 4, p.
133 Safar 28, 1322) Teheran (Amir Bahâdor): pp. 18 dibâche, sharh-e ahvâl-e
Ferdousi by Mohammad Sâdeq Adib al-mamâlek (including the hajv-nâme) + 172
book 1 + 123 book 2 + 153 book 3 + 133 book 4 + 55 molheqât + 18 (–16
farhang, –17 fehrest-e salâtin, 18 portrait of Amir Bahâdor); 32 × 42.5 cm, written
space 20 × 32.5 cm, 6 columns, 33 lines; calligraphy by ‘Emâd al-kottâb; 41
illustrations by ‘Ali-Khân, Mohammad-Kâzem, Hosein-‘Ali (plus a number of portraits
executed by Mosavveral-molk); published by order of Hosein Pâshâ-Khân Amir
Bahâdor.
References: Afshâr 1968, p. 198, no. 22; Islamabad: Ketâbkhâne-ye Ganj-bakhsh
6985/7803 + 6986/7804 (Noushâhi 1, 647 f.); Istanbul, University Library 891.55–1
F 51 (Karatay, p. 61); Mashhad: Ketâbkhâne-ye markazi-ye Âstân-e qods 81815 (Fâzel
Hâshemi, no. 150); private collection.
reprint 1333 mentioned by Moshâr, col. 2084 (although, most probably erroneously,
Moshâr takes it to be 1333q/1914 rather than 1333sh/1954); reprint 1326/1947 in
Teheran: Ketâbkhâne-ye Farhangestân-e zabân va adabiyât-e fârsi; reprint 1345/1966
in Mashhad, Ketâbkhâne-ye markazi-ye Âstân-e qods 38515 (Fâzel Hâshemi, no.
151).

For reasons of comprehensiveness and clarity of argument, the Shâhnâme-ye Bahâdori is
excluded from the following analysis. The Shâhnâme-ye Bahâdori differs from all other
Persian editions in several regards. First, it is larger than any other Persian edition of the
Shâhnâme, in terms of size being the largest lithographic edition ever produced. Second,
the illustrative program of the Shâhnâme-ye Bahâdori is less voluminous than any of the
previous editions, comprising altogether only 41 illustrations. And third, its illustrative
program as well as the style in which the illustrations are executed differ decisively from
the traditional style prevalent in all of the previous editions. Moreover, the illustrations
are not presented as an integral part of the text. In all previous editions, illustrations were
incorporated into the same sheet as the related narrative passages. In the Shâhnâme-ye
Bahâdori, they have been printed on separate single sheets that were inserted into the
volume only before binding. The size of the illustrations (24.5 × 34 cm) is roughly the size
of the space of written text. Although treating traditional topics, the illustrations are
prepared in a European style, taking account of the characters’ individual expression,
realistic representation of landscape and perspective. Another prominent feature in the
illustrations in the Shâhnâme-ye Bahâdori is the fact that instead of filling empty space
with dots or lines, such as previous artists had customarily done, large areas of the
illustrations are absolutely void of any decoration. All of the three artists participating in
the preparation of the pictures illustrating the narrative parts of the Shâhnâme were
popular artists of the time. ‘Ali-Khân and Hosein-`Ali both illustrated numerous works of
narrative literature, while Mohammad-Kâzem al-Hamadâni is known to have signed two
contemporary lithographic single leaf prints representing scenes from the tragedy of
Kerbelâ.16
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As for the characteristics of the remaining four Persian editions of the above list, I
propose to discuss an exemplary sample of six illustrations. In order to demonstrate my
point as unambiguously as possible, I have chosen six illustrations relating to the Rostam-
cycle which, by way of their iconographical representation, are recognizable instantly to
anyone familiar with the tales and episodes of the Shâhnâme. The illustrations in Plates 1–6
are presented as sets taken from each of the respective editions, i.e. the editions Bombay
1262/1846, Bombay 1266/1849, Teheran 1265–67/1851–53, Tabriz 1275/1858, Teheran
1307/1889 and Tabriz 1316/1898. The six illustrations chosen are:

1. Young Rostam kills the wild elephant.
2. Rostam slays the white demon.
3. Rostam mourns Sohrâb.
4. Rostam pulls the Khâqân from his elephant.
5. The Div Akvân carries Rostam away.
6. Rostam slays Shaghâd and dies.

Since detailed comments on the various styles and techniques of illustration would tend to be
repetitive, a few remarks concerning specific characteristics of each edition shall suffice.

The artist of the first Indian edition (Bombay 1262/1846) is particularly notable for the
formal clumsiness in representing facial details. Even though a certain stiffness and
immobility are general characteristics of Persian painting, the figures here appear as if they
were taken from patterns rather than being designed for the specific scene. Backgrounds in
this edition are filled either with innumerable tiny dots (scenes 1, 4) or simplified bushels of
grass (scenes 2, 3, 5, 6); the foreground is given prominence by parallel lines on the bottom
of the page (scenes 2, 5) or by other contrasting designs such as a vaguely indicated mound
(scenes 3, 4).

The second Indian edition (Bombay 1266/1849), illustrated by a certain `Ali-Akbar, does
not follow the iconographical pattern of the first Indian edition. Though the illustrated
action is essentially the same, in all but one instance (scene 6): the artist here articulates a
different tradition both in terms of general features and individual representation. Most
obvious, his figures convey a stronger degree of emotional expression, notably in scene two,
with Rostam having jumped on the back of the white div who appears to be wailing in
anticipation of his imminent death; although Rostam’s steed is not involved in the action,
it is neighing in an outburst of emotional participation. Backgrounds in this edition are
often filled with arrangements of dots indicating cloudy skies (scenes 2–6) or bushels of
grass on an uneven ground; foregrounds are pointed out by closely arranged parallel lines
bent in order to indicate varying levels of elevation.

In contrast to the second Indian edition, Mirzâ ‘Ali-Qoli Khu’i, the artist of the first
Persian edition (Teheran 1265–67/1851–53) follows the iconographical lead of the first
Indian edition with little variation. In scene 1 he has added a background of buildings in
order to indicate the urban context of the illustrated action, in scene 2 he supplies an
additional div instead of the previous human onlooker, and scene 6 renders the model with
inverted sides (a feature that can easily be explained by the consequences of copying). In all
other instances he appears to copy the illustrations from the first Indian edition rather
faithfully, particularly in rendering the dotted backgrounds or the foregrounds in scenes 2
and 5. On the other hand, a higher degree of artistic refinement is evident. As I have pointed
out in a recent paper discussing the production of this artist,17 Mirzâ ‘Ali-Qoli Khu’i pays
particular attention to details, such as stereotype renderings of beauty (scenes 1, 3), and to
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emotional features such as depicting agony, imminent death or wrath by exposing the
respective characters’ teeth (scenes 1, 2, 5). Even though Mirzâ ‘Ali-Qoli Khu’i’s figures
share the dignified immobility of traditional Persian painting, their charmingly detailed and
lifelike representation conveys a high degree of concern enabling the spectator to become
emotionally involved in the illustrated action.

The second Persian edition (Tabriz 1275/1858), illustrated by an artist known as Ostâd
Sattâr,18 also follows the iconographical lead of the first Indian edition. Surprisingly, the
artist appears not to have used the previous Persian edition at all. Instead, in most cases he
copied the illustrations from the first Indian edition even in minute details such as the div’s
severed leg in scene 2 or Rostam’s discarded sword in scene 3, details that had been rendered
differently by Mirzâ ‘Ali-Qoli Khu’i. On the other hand, the artist in a number of cases has
interpreted his model with a certain degree of liberty, such as in scenes 4, 5 and 6. Notably
in scene 6, the action is rendered much more imminent and threatening, with the div Akvân
staring directly into the spectator’s eyes while having to bend his legs in order not to overrun
the illustration’s frame.

Mostafâ, the well known painter illustrating the Shâhnâme’s third Persian edition
(Teheran 1307/1889)19 appears to be profiting from the second Indian edition, even though
only to a limited extent. While most of the scenes (4–6) follow the model of the 1266/1849
edition relatively closely, notably the first two scenes depart from the model to such a degree
so as to appear as independent compositions. In order to appreciate the position of these
illustrations in tradition, it is necessary to take into account other previous Indian editions,
some of which have already introduced variations of the original models. Thus, the exact
model for scene 1 (Rostam attacking the heavily wounded elephant from the right) is
already available in the Indian editions of 1276/1859 (calligraphy by Mohammad Ebrâhim
b. Mohammad-Hosein Khân Ouliyâ’ Sami‘; illustrations by Mohammad b. Mirzâ Kâzem
al-Hoseini al-Shirâzi) and 1306–1308/1888–90 (calligraphy by Seyyid Nâzem-Hosein
Rezavi Muhâni); and scene 3 (the Khâqân, while being pulled off the elephant’s back,
stretches his right leg up into the air) besides the two editions just mentioned can also be
traced in an Indian edition of 1275–76/1858–59 (calligraphy by ‘Abd al-Karim b.
Mohammad Ebrâhim al-Tabâtabâ’i al-Esfahâni al-Ardestâni and Mirzâ Mohammad Rezâ
b. Âqâ Mohammad Hosein Khvosh-nevis Shirâzi). Neither of these editions can, however,
be regarded as a direct model for all of Mostafâ’s edition, since other illustrations are
executed quite differently (such as scene 2, which in the edition 1275–76/1858–59 is a
faithful copy of the original while the above-mentioned editions 1276/1859 and
1306–08/1888–90 contain a side-inverted adaptation). The most prominent feature of
Mostafâ’s style is his vivid and lifelike rendering of characters. Moreover, by liberally
interpreting the traditional models, he manages to convey movement and action to a
hitherto unprecedented degree.

The last Persian edition to be discussed (Tabriz 1316/1898) is the only one whose
illustrations have been prepared by two artists, signing as ‘Abd al-Hosein and Kerbelâ’i
Hasan Naqqâsh, respectively. This edition is a hybrid in several respects. The most obvious
feature is the fact that even though both artists follow closely an iconographical program
such as laid out in Mostafâ’s edition, the items prepared by the latter artist constitute minute
copies of Mostafâ’s originals without the least alteration. ‘Abd al-Hosein, on the other
hand, in several cases (scenes 1, 2) takes his model from editions predating Mostafâ’s, thus
bypassing Mostafâ’s influence. In one of the instances discussed here, considering the
position of the vanquished div in scene 2, he even appears to copy from a model belonging
to the tradition of the first Indian edition.
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The results to be drawn from the above observations in terms of iconographical tradition
can be summarized as follows. In general, there is little variation in the illustration of
traditional topics in the Shâhnâme, although variation increases the more often specific
items are reproduced. The two early Indian editions initiated two different iconographical
traditions of illustrating lithographic editions of the Shâhnâme, both of which were later
taken up by Persian illustrators. While both of the early Persian editions follow the first
Indian edition of 1262/1846 closely, both of the later Persian editions can be shown to
belong to the second strand of iconographical tradition. Yet they most probably did not take
their inspiration directly from the Indian edition of 1264/1849; rather, they appear to be
inspired by a yet-unidentified specific Indian edition that in its turn constitutes a creative
adaptation of earlier models. Out of the 14 Indian editions that according to bibliographical
references were published between the 1266/1849 and 1307/1889 editions, the present
author has managed to examine seven, all of which contain specific peculiarities. In order
to demonstrate the strands of tradition in a more effective visual way, the discussed
illustrations have been arranged according to topic in Plates 7–12. The way in which the
two traditions are related is represented in the diagram below.

Obviously, discussing only a limited sample does not necessarily lead to representative
results. A comprehensive comparison of the complete illustrative programs of the editions
concerned is bound to supply a more differentiated evaluation. Even though the data
accessible to the author allow a detailed assessment, it is beyond the scope of the present
essay. Thus, a few remarks will have to suffice.

While all of the four early editions discussed here contain a total of 57 illustrations, it is
interesting to note a number of divergences in their respective illustrative programs. As a
result of analyzing these divergences, the strands of tradition sketched above emerge,
supporting the relationship already perceived by way of analyzing the given sample of
illustrations. To demonstrate this point, one might mention the illustration of “Ferdousi and
the court poets in the presence of Soltân Mahmud” that later belongs to the standard
illustrative program of all Indian editions surveyed. This illustration is, however, not
contained in the edition Bombay 1262/1846 or in any of the early Persian editions; on the
other hand, it is first rendered in the Bombay 1266/1849 edition and comprised in all
editions since, including both of the later Persian editions. In a number of similar cases
illustrating closely related scenes of the text, the first group of editions contains illustrations
rendering specific scenes not included in the second group, and vice versa. This holds true
in five instances altogether, including such clearly identifiable scenes as “Bahrâm Gur and
Âzâde”20 (second group only) against “Bahrâm Gur hunts lions” (first group only).
Whereas only the second group contains the illustration of “Ferdousi and the court poets in
the presence of Soltân Mahmud” inserted before the beginning of the Shâhnâme’s actual
text, only the first group includes the scene “The Musician Barbad plays for Khosrou”
towards the end of the text. In general, it is to be noted that illustrations included in the first
group only are restricted to this group and are not contained in any other edition of the
Shâhnâme surveyed.

In a similar way, it is possible to determine the close connection between the two later
Persian editions. In general, the 1316/1898 edition contains the same illustrations as the
1307/1889 edition. In nine instances altogether, and increasingly so towards the Shâhnâme’s
end, the specific topics have even been introduced by the 1307/1889 edition and have never
been rendered in lithographic illustration before that date. Besides this particular feature,
both of the later Persian editions more or less constitute suitable successors to the Indian
illustrative tradition.
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It has been the aim of the present survey to discuss and classify the illustrated Persian
lithographed editions of the Shâhnâme. The strands of tradition according to which the
illustrations contained in these editions were designed can be sorted quite clearly. However,
a number of questions remains unsolved. First and foremost, the original models of
inspiration remain unknown, since no attempt has been made to relate lithographic
illustration to the contemporary practice of illuminating manuscripts.21 Besides other areas
such as painted tiles or oil paintings on canvas known as “coffe-house painting” (naqqâshi-
ye qahve-khâne),22 the art of manuscript illumination is bound to have served as a major
source of inspiration for artists active in lithographic illustration. Meanwhile, it should be
emphasized that the methodological approach of contrasting Indian lithographed editions
with Persian ones does not imply a national connotation in the present sense: after all, a
large number of the Indian publishers, calligraphers and artists were of Persian, often of
Shirâzi, origin; sometimes books were even written in Iran and then printed in India;23

besides, a certain amount of Indian book production was undoubtedly sold to Iranian
customers.24 The extent of this international cooperation, its mechanisms and consequences
remain to be studied. Moreover, the history of the Shâhnâme in print needs to be explored
in detail. Although this chapter in the Shâhnâme’s history was undoubtedly inaugurated by
colonialist scholars in India, neither this fact nor the new historical consciousness bestowed
to the expatriate Pârsi communities in India account adequately for the overwhelming
production of lithographed editions of the Shâhnâme in India as compared to Iran. Seen
from the present distance, it is an interesting detail in the historical attitude towards the
Shâhnâme that neither Fath-‘Ali Shâh (1212/1797–1250/1834), in whose days the
Shâhnâme was first printed, nor his successor Mohammad Shâh (1250/1834–1264/1848),
who witnessed the introduction of lithographic printing to Iran, were interested in applying
the new techniques to guarantee a wider distribution of the Persian national epic. Even
though Mohammad Shâh commissioned the luxurious lithographic production of a major
work of classical Persian literature, instead of the Shâhnâme he chose Nezâmi’s Khamse.25

It remained for young Nâser al-din, Iran’s last traditional monarch, to commission the
Shâhnâme’s first Persian lithographed edition after his ascension to the throne in
1264/1848. And still, even though two more Persian editions were prepared during his
reign, India remained the Persian national epic’s major production site.
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Plate 1.
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Plate 2.
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Plate 3.
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Plate 4.
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Plate 5.
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Plate 6.
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Plate 7.
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Plate 8.
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Plate 9.
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Plate 10.
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Plate 11.
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Plate 12
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