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A perspective of Süleyman’s empire viewed from the lens of visual material 
presents a rather diffferent picture from that of Ottoman written sources, 
enabling readings that are not explicitly stated in texts. I explore this 
proposition by focusing on the less familiar fĳirst half of the sultan’s reign 
(1520–1566), when expansion into Central Europe and Italy constituted the 
main priority, concluding with an epilogue that zooms into his last campaign 
and death in Szigetvár.1 Ultimately, my aim is to highlight the underestimated 
cosmopolitanism of visual culture prior to the codifĳication of a mature 
Ottoman idiom in the arts and architecture at the turn of the 1540s–1550s, 
which has by now become common knowledge.2 

European luxury goods were already embraced by Süleyman’s predecessors 
as a medium of diplomacy and negotiation, especially during periods of the 
empire’s westward expansion. Artifacts in the internationally acclaimed Italian 
Renaissance manner, and those produced in the Ottoman royal workshops, 
collectively communicated at home and abroad the unprecedented splendour 
of the young sultan’s court, enriched with a string of conquests by himself and 
his father, Selim I (1512–1520). Prestige objects functioned as a transcultural 

*  I thank my research assistants Ezgi Dikici and Cecily Pollard for their invaluable help with 
references and illustrations.

1  Pál Fodor, The Unbearable Weight of Empire: The Ottomans in Central Europe – A Failed At-
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mode of communication through the commonly understood language of 
magnifĳicence. Carrying this lingustic metaphor further, it can be argued that 
the eventual abandonment of multilingual visual discourses in favor of 
monolingualism paralleled, with a time-lag, the adoption in the early-1520s of 
Ottoman Turkish as the only offfĳicial language in central chancellery documents 
that departed from previous polyglot scribal practices (with the exception of 
Persian and Arabic in some cases). Despite this shift to an aesthetic universe 
with clearer articulations of diffference, Ottoman visual culture never entirely 
disengaged itself from its cosmopolitan heritage: a legacy born from the 
deliberate fusion of multiple artistic traditions to express a sense of aesthetic 
belonging to both Europe and Asia. 

Artistic Trends in the Early Decades

The 1520s and 1530s were characterized by a remarkable scarcity in the production 
of Ottoman illustrated historical manuscripts and monumental architectural 
complexes. In the context of escalating Habsburg–Valois–Ottoman imperial 
rivalry, accompanied by Süleyman’s diplomatic alliances with Venice and France, 
the aesthetics of empire was primarily cultivated through luxury arts, especially 
silk brocade textiles and precious metalwork studded with jewels. Exemplifying 
half of the sultan’s forty-six-year-long reign, this phenomenon was by no means 
marginal. Ceremonial displays of precious artifacts in multiple media were 
arguably the principal agents in constructing the magnifĳicence of Süleyman and 
his extended court. The empire’s power was aestheticized and performatively 
enacted in palace rituals and imperial processions that dazzled participants as 
well as onlookers (Fig. 1a-b).3

Before Sinan’s tenure as chief court architect in 1539–1588, only a few 
relatively modest architectural monuments were constructed in Istanbul, one 
of them being the posthumous funerary mosque complex of Süleyman’s late 
father (1520s). Other socio-religious complexes were mostly sited in provincial 
towns, including those of the sultan’s mother in Manisa, the Vizier Çoban 
Mustafa Pasha in Gebze, and the Grand Vizier Ibrahim Pasha at Razgrad 
(Bulgaria). With the construction boom under the new chief architect, 
monumental mosque complexes became largely concentrated in the capital, 
parallel to the increasing centralisation and Sunnitisation of the Ottoman 

3  Gülru Necipoğlu, Architecture, Ceremonial and Power: The Topkapı Palace in the Fifteenth and 

Sixteenth Centuries. Cambridge, Mass., 1991.
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state, along with the rising public prominence of royal women and their vizier 
husbands who began to build prestige monuments in Istanbul.4

During the 1520s the focus in the capital was on renovating the Topkapı 
Palace as a lavish setting for the enhanced gravity and pomp of court 
ceremonies. Grand Vizier Ibrahim Pasha’s (g.v. 1523–1536) nearby palace, facing 
the Roman-period Hippodrome (Atmeydanı), was described by Charles V’s 
ambassador in 1533 as having been “made in the Italian manner (à l’italienne) 

4  Gülru Necipoğlu, The Age of Sinan: Architectural Culture in the Ottoman Empire. London, 
2005 (2nd ed. 2011). 

figure 1a-b Pieter Coecke van Aelst (d. 1550), Friday procession of Sultan Süleyman 
through the Hippodrome, from a series of woodcuts posthumously published 
in 1553 at Antwerp after drawings made in 1533 and titled ‘Ces moeurs et 
fachons de faire de Turcz’. New York, Metropolitan Museum of Art 
photograph: william stirling-maxwell, the turks in mdxxxiii. 
london, edinburgh, 1873
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with squared blocks of stone”.5 This public piazza provided the theatrical stage 
for communal festivities, including parades to Friday mosques, Ibrahim Pasha’s 
wedding extravaganza in 1524, and the circumcision celebrations of Süleyman’s 
sons in 1530 and 1539. After the Battle of Mohács (1526) the pasha erected on a 
column in front of his palace, next to the Hippodrome’s obelisk, Renaissance-
style bronze statues made for the Hungarian king Matthias Corvinus that were 
transported in the Roman manner from the royal palace at Buda as trophies of 
Süleyman’s victory. The historian Kemalpaşazade (d. 1534) states that these 
three unequaled “wondrous and exemplary fĳigures (suret-i garib-heybet ü ibret-

nümay)” were hauled by cranes on a sturdy column “for the contemplation of 
possessors of intelligence and wisdom (erbab-ı akla vü ashab-ı ihtiyara itibar 

maslahatı içün)”, and as visual mementoes ensuring that the victory would 
never be forgotten.6 According to the campaign diary, the group comprised the 
“copper statue of a man” that stood on a column outside the Buda palace, while 
those of “his sons” were removed from within the palace complex.7 This group 
of statues, displayed as an admirable artistic “wonder” at the Hippodrome, is 
identifĳied by a 17th-century Ottoman chronicler who hailed from Pécs as 
representing a great king of Hungary and his two sons that succeeded him.8 
A late-16th-century Ottoman painting, executed long after the statues were 
removed, depicts a helmeted ruler in full armor, hugged by two kneeling naked 
boys (Fig. 2). 

Perhaps these were the efffĳigies of the governor John Hunyadi and his two 
sons, Ladislaus and Matthias, described by the latter’s historian Antonio 
Bonfĳini. According to Hans Dernschwam (1553–1555), who did not see the 
Hippodrome statues, one of them represented Hercules and was commissioned 
by Matthias Corvinus in memory of his late brother Ladislaus Hunyadi. It used 
to stand on a red-porphry column at the courtyard of the Buda palace on the 
spot where he was decapitated by a rival faction, while the other two fĳigures 
were removed from the gate of the palace bridge.9 The eyewitness account of 

5  Necipoğlu, Architecture, Ceremonial and Power; Nurhan Atasoy, İbrahim Paşa Sarayı. İstan-
bul, 1972. ‘Missions diplomatiques de Corneille Duplicius de Schepper (1533)’, in Baron de 
Saint-Génois Jules Ludger Dominique Ghislain and G. A.Yssel de Schepper (eds.), Memoires 

de l’Academie Royale de Belgique 30 (1857) 119.
6  Kemal Paşa-zâde, Tevarih-i Âl-i Osman. X. Defter. Ed. by Şerafettin Severcan. Ankara, 1996, 

316–317.
7  Taşrada saray öninde … amud üzerinde olan bakır şahsı ve içerüde olan oğullarını cümle 

taşıyub… Anton C. Schaendlinger, Die Feldzugstagebücher des ersten und zweiten ungarischen 

Feldzugs Suleymans I. Wien, 1978, facsimile 54.
8  İbrahim Peçevi, Tarih. Vol. 1. Istanbul, 1864, 99.
9  Franz Babinger (ed.), Hans Dernschwam’s Tagebuch einer Reise nach Konstantinopel und 

Kleinasien (1553/55). München, Leipzig, 1923, 100. On the Hercules statue in the forecourt
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the aesthetics of empire 119

Charles V’s aforementioned ambassador (1533) identifĳies all three fĳigures at the 
Hippodrome as “efffĳigies of Hercules”. So does Francesco della Valle (1531–1534), 
who says that the three Hercules statues commemorated Süleyman’s conquest 
of Buda and were bound together by a massive iron chain, which implies an 
intended allusion to the captured Kingdom of Hungary.10 

  of the Buda palace, with two others in front of a gate, and Bonfĳini’s reference to statues of 
the three Hungarian kings, see Joseph von Karabacek, Zur orientalischer Altertumskunde 

IV. Muhammedanische Kunststudien. Wien, 1913, 89, 92: note 1. Most early sources men-
tion the Hercules statue at the Hippodrome, without identifying the others: Benedetto 
Ramberti, Libri tre delle cose de’ Turchi [1534], in Albert Howe Lybyer, The Government of 

the Ottoman Empire in the Time of Suleiman the Magnifĳicent. New York, 1978, 240. 
10  I thank Alain Servantie for sending me the ambassador Schepper’s description in the orig-

inal manuscript: illecq transportés de Buda avec les efffĳigies d’Hercules. This passage difffers 
from the published version, referring to only one fĳigure: ‘Missions diplomatiques de 
Corneille Duplicius de Schepper (1533)’, 119. Della Valle was the chamberlain of Alvise 
Gritti, Ibrahim Pasha’s intimate adviser, see ‘Narrazione di Francesco dalla Valle Padova-
no’, Magyar Történelmi Tár 3 (1857) 18: [T]re Herculi di bronzo posti sopra una pietra di 

marmo circondati tutti tre d’una grossa cattena di ferro, li quali Herculi erano in Ongaria 

nell castella della città di Buda; et quando essa città fu presa da Solimano, furono essi Hercu-

li mandati a Costantinopoli, et per memoria di quell aquisto furono posti ivi com’ho detto.

figure 2
Circumcision festivities of Sultan 
Süleyman’s sons in 1530, with three 
bronze statues from Buda raised on a 
column in front of Ibrahim Pasha’s 
palace. Seyyid Lokman, Hünername, 
1587–1588. Topkapı Palace Museum 
Library, TSMK H. 1524, fol. 119b 
photograph: harvard university, 
visual collections
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A posthumously published print designed by the Flemish artist Pieter 
Coecke van Aelst (who was in Istanbul in 1533) depicts a puzzling trio of 
standing nude fĳigures on a cluster of three columns near the Hippodrome, 
rather than on the single column next to the obelisk (Fig. 1b). The earliest 
authors identifying the two fĳigures that accompanied Hercules as the pagan 
gods Apollo and Venus (or Diana), are Jacques Gassot (1550) and the historian 
Paolo Giovio (1552); the latter’s informant may have been his relative Pietro 

della Porta who was a jewel-merchant present in Istanbul before 1535.11 Whether 
these nude fĳigures were Coecke’s invention or not remains a controversial 
issue.12 In any case, all the statues were pulled to the ground by a reactionary 

11  Jacques Gassot, Le discours du voyage de Venise à Constantinople. Paris, 1550, 10. On Piet-
ro della Porta: Linda Klinger and Julian Raby, ‘Barbarossa and Sinan: A Portrait of Two 
Ottoman Corsairs from the Collection of Paolo Giovio,’ in Ernst J. Grube (ed.), Arte Vene-

ziana e Arte Islamica. Venice, 1989, 50. I owe to Gábor Ágoston the following refences and 
am grateful for his comments: Pauli Jovii Episcopi Nucerini Historiarum sui temporis. Vol. 2. 

Florence, 1552, 15, 100. Giovio’s earlier Commentario de le cose de’ Turchi, completed in 
1530 and fĳirst published in Rome in 1531, only refers to two bronze statues made for 
Matthias Corvinus, which Sultan Süleyman raised at the piazza as victory trophies. Later 
sources rely on Giovio’s 1552 account. See Árpád Mikó, ‘Imago Historiae’, in Árpád Mikó 
and Katalin Sinkó (eds.), Történelem–Kép. Szemelvények múlt és művészet kapcsolatából 

Magyarországon. Budapest, 2000, 34–47 and 47: notes 77, 80–81.
12  Mikó, ‘Imago Historiae’, 42–46. Although Jolá n Balogh thought the nude statues were 

Coecke’s invention, Mikó cites an eye-witness account of Buda (1534), according to 
which the Hercules statue was probably nude or half-nude. The two statues mentioned by 
Giovio in 1531 (note 11 above) could alternatively refer to two sets of triple statues, a 

figure 3
The Timurid Prince Bediüzzaman Mirza 
received by Sultan Selim I in Tabriz. 
Şükri Bitlisi, Selimname, ca. 1530, 
Topkapı Palace Museum Library, TSMK, 
H. 1597–98, fol. 140a 
photograph: serpİl bağcı, et al., 
osmanlı resİm sanatı, p. 62: fig. 31

Gülru Necipoğlu - 9789004396234
Downloaded from Brill.com10/31/2019 04:17:30PM

via Harvard University



the aesthetics of empire 121

crowd upon the 1536 execution of Ibrahim Pasha, whom they claimed to be an 
unbeliever, notwithstanding the obvious fact that his master Sultan Süleyman 
had approved the display of “infĳidel” fĳigural sculptures in Istanbul’s main 
public square for a decade.13 

In the 1520s and 1530s illustrated manuscripts were dominated by literary 
works in prose and verse, featuring paintings of courtly entertainments and 
hunts echoing the lifestyle of the sultan and his favourite Ibrahim Pasha, both 
of whom were fond of music, poetry, and hunting. One of the few early 
illustrated histories is the Selimname, Şükri Bitlisi’s chronicle of Selim I’s reign, 
two copies of which were produced in the court workshop of painters 
(nakkaşhane) for Süleyman and probably his grand vizier in 1527 (Fig. 3).14 
Another notable illustrated historical manuscript contains Matrakçı Nasuh’s 
account of the sultan’s fĳirst anti-Safavid campaign of the “Two Iraqs” (1534–
1536).15 In my view, this amazing pictorial record of the army’s camping stations 
and conquests extending from Istanbul all the way to Syria, Iran, and Iraq was 
almost certainly conceptualized by Ibrahim Pasha who commanded that 
campaign, although the manuscript itself reached completion in 1537 shortly 
after his execution (Fig. 4a-d). Unparalleled in contemporary Islamic courts, 
this innovative genre of topographical painting that enjoyed a long life 
throughout Süleyman’s sultanate emerged in dialogue with the enduring 
Ottoman interest in cartography since Mehmed II’s reign (1451–1481).

Mapmaking conventions were aestheticized in topographical manuscript 
paintings associated with the school of the historian-geographer and painter-
calligrapher Matrakçı Nasuh. This polymath, skilled in the arts of war, 
navigation, and mathematical sciences was not enrolled in the court workshop 
of painters.16 It was also Ibrahim Pasha who encouraged the sea-captain Piri 
Reis (d. 1554) to prepare the 1526 royal copy of a celebrated cartographic 

possibility suggested without reference to Giovio in Karabacek, Orientalischer Altertums-

kunde, 95–96, although other early sources only mention a single set.
13  On the destruction of the statues: Gülru Necipoğlu, ‘Süleyman the Magnifĳicent and the Rep-

resentation of Power in the Context of Ottoman-Hapsburg-Papal Rivalry’, The Art Bulletin 

71:3 (1989) 419.
14  Serpil Bağcı et al., Osmanlı Resim Sanatı. Ankara, 2006, 55–65.
15  Naṣūḥü’s Silāḥī (Maṭrāḳçı), Beyān-ı Menāzil-i Sefer-i ʿIrākeyn-i Sulṭān Süleymān Ḫān. Ed. 

by Hüseyin Gazi Yurdaydın. Ankara, 1976; Nurhan Atasoy, with Seyit Ali Kahraman and 
Ruşen Deniz, Swordsman, Historian, Mathematician, Artist, Calligrapher Matrakçı Nasuh 

and His Menazilname: Account of the Stages of Sultan Süleyman’s Iraqi Campaign, Istan-
bul, 2015.

16  Bağcı et al., Osmanlı Resim Sanatı, 72–81; Kathryn A. Ebel, ‘Representations of the Fron-
tier in Ottoman Town Views of the Sixteenth Century’, Imago Mundi 60:1 (2008) 1–22.
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compilation of Mediterranean ports.17 Ottoman cartographers employed in the 
imperial arsenals of Gallipoli and Istanbul prepared single-leaf military or 
siege maps, like those of Belgrade (1521), Lepanto (ca. 1540), and Malta (1565) 
by revising European portolans, atlases, and printed cityscapes, based on their 
own observations (Fig. 5a-c).18 

The conjunction between military science and art also found expression in 
other practices during Ibrahim Pasha’s grand vizierate. I discovered, for 
example, that a shipbuilder called Giovan-Francesco Giustiniani was enrolled 

17  Piri Reis, Kitab-ı Bahriye / Book of Navigation. Ed. by Bülent Arı. Ankara, 2002.
18  For these maps and an ink drawing of the 1566 Szigetvár siege, see Bağcı et al., Osmanlı 

Resim Sanatı, 79–81. The Belgrade map has been dated 1521, rather than to Mehmed II’s 
earlier siege. The Lepanto map depicting men, unlike typical siege maps, has been dated 
ca. 1540–1550 because its inscriptions mention two fortresses built by Kasım Bey, gover-
nor of the Morea (ca. 1535–1541): Soliman le Magnifĳique, 97. A date ca. 1540 may be 
more likely for this painting, which apparently documents Lepanto’s refortifĳication after 
its reconquest by the Ottomans in 1534 (the Habsburg admiral Andrea Doria had seized 
it in 1532). 

figure 4a-d [a] İstanbul, [b] Aleppo, [c] Sultaniya, [d] Baghdad. Matrakçı Nasuh, Beyan-ı 

Menazil-i Sefer-i Irakeyn-i Sultan Süleyman Han, 1537, İstanbul Üniversitesi 
Kütüphanesi, T. 5964, fols. 8b–9a, 31b–32a, 47b–48a, 105b–106a
photograph: hüseyİn g. yurdaydın, beyān-ı menāzİl-i sefer-i 

ʿirākeyn-i sulṭān süleymān ḫān, facsimile
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in the Ottoman corps of royal architects in the early 1530s, prior to Sinan’s 
appointment. The name of this Venetian nobleman is recorded in the monthly 
payroll registers of architects as Françesko kapudan-ı Portukal (Francesco sea-
captain of Portugal).19 He had worked in Portuguese ports of India before being 
employed in 1531 to construct large ships at the Istanbul arsenal for a planned 

19  He was enroled in the corps of royal architects between 1534 and 1537; earlier payrolls 
did not survive. His daily salary was raised from 50 akçes to 60 akçes in 1536–1537, there-
by surpassing that of the chief architect Alaüddin, who received 55 akçes: Necipoğlu, The 

Age of Sinan, 563–564. A report published in Venice in 1537, but compiled ca. 1534 be-
fore Alvise Gritti’s death, mentions Giustiniani among employees of the arsenal with a 
wage of 50 akçes: El Zustiniano zoe uno zentilomo Venetiano che serve il Turcho & e sopra a 

far fare galere ancora lui spexe straordinaria ha do soldo 50 aspri il di. – Pamphlet of Junis 

Bey and Alvise Gritti printed in 1537, presented in the original Italian, in Lybyer, The Gov-

ernment of the Ottoman Empire, 270.

figure 5a-c [a] Map of Belgrade, 1521 (TSMA, E. 9440); [b] Map of Lepanto, ca. 1540 
(TSMK, H. 17/348); [c] Map of Malta, 1565 (TSMK, Y.Y. 1118)
photograph: harvard university, visual collections
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naval campaign in the Indian Ocean.20 The presence at the Ottoman capital of 
this Venetian architect-engineer, who made navigation maps showing the 
route to Calicut, is one of the remarkable instances of cross-cultural exchange 
in naval science, technical drawing, and architectural practice.

Another case of transcultural exchange involved the painter-poet and sea-
captain Nakkaş Haydar Reis, with the penname Nigari, who like Matrakçı Nasuh 
did not belong to the court workshop of painters. He interpreted European 
portraiture in an Ottoman idiom, annotated with amusing couplets bearing his 
signature, as seen in his double portrait of Charles V and Francis I, and another 

20  Giustiniani moved in 1537 to Egypt to help Hadım Süleyman Pasha plan the 1538 Indian 
Ocean campaign: Giancarlo Casale, The Ottoman Age of Exploration. New York, 2010, 
56–59. Giustiniani came to Istanbul in 1531 to build galleons and in 1532 urged Ibrahim 
Pasha to send a fleet to India via the Gibraltar: Maria Pia Pedani, ‘Ottoman Ships and 
Venetian Craftsmen in the 16th Century’, in Dejanirah Couto et al. (eds.), Seapower, Tech-

nology and Trade: Studies in Turkish Maritime History. Istanbul, 2014, 460; Alain Servan-
tie, ‘Giovan-Francesco Giustinian: A Venetian Technical Assistance to the Ottoman Fleet 
in View of Countering the Portuguese in the Indian Ocean (1531–1534)’, 1–12 (Academ-
ia website). These publications are not aware of Giustiniani’s enrollment in the corps of 
royal architects and his salary raise in 1536–1537.

figure 6a-b
Nigari, [a] Double portrait of 
Charles V and Francis I, ca. 1560. 
Edwin Binney 3rd Collection, 
Harvard University, Arthur M. 
Sackler Museum, 85.214; 
[b] Portrait of Barbaros Hayreddin 
Pasha, ca. 1540 
(TSMK, H. 2134, fol. 9)
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portrait of his colleague, the Ottoman admiral Barbaros Hayreddin (Fig. 6a-b). 
Attributed to Nigari, a now lost series of painted miniature portraits depicting 
Ottoman sultans was presented in 1543 inside a luxurious box by Barbaros to 
Gentile Virginio Orsini, Count of Anguillara, who commanded some galleys 
during an allied Franco-Ottoman naval campaign against the Habsburgs. These 
Ottoman portraits were copied in oil paintings for Giovio’s portrait-gallery in 
Como, and translated in the 1570s into woodcuts illustrating his published 
works. This episode exemplifĳies yet another long-lasting tradition in Ottoman 
art, also going back to Mehmed II’s reign: the taste for naturalistic portraiture 
that other Islamic courts only acquired by the late 16th century.21

Ibrahim Pasha and Alvise Gritti as Mediators of Taste

The uninhibited aesthetic receptivity to Renaissance status symbols in the 
young Süleyman’s court was largely mediated by the Italian community of 
merchants and diplomats in the Pera (Galata) district of Istanbul. Their leader, 
Alvise Gritti (1480–1534), was the Pera-born illegitimate son of the doge of 
Venice, Andrea Gritti (1523–1538). The latter had been a prominent grain 
merchant and diplomat for many years in Pera, during Bayezid II’s reign (1481–
1512). He later concluded a peace treaty with this sultan as an ambassador in 
1503, which lasted until the Ottoman–Venetian war of 1537–1540.22 The doge’s 
son, nicknamed Beyoğlu (Son of the Prince), was a wealthy merchant trading 
in jewels, silks, spices, and grains. Having received a humanist education in 
Venice and Padua, he became the intimate advisor and commercial partner of 
Ibrahim Pasha, who was born in Parga (Greece) on Venetian territory.23

21  Hans Georg Majer, ‘Nigari and the Sultan’s Portraits of Paolo Giovio’, in 9th International 

Congress of Turkish Art. Vol. 2. Ankara, 1995, 443–561; The Sultan’s Portrait: Picturing the 

House of Osman. Istanbul, 2000; Gülru Necipoğlu, ‘Visual Cosmopolitanism and Creative 
Translation: Artistic Conversations with Renaissance Italy in Mehmed II’s Constantino-
ple’, Muqarnas 29 (2012) 1–81.

22  Ivone Cacciavillani, Andrea Gritti: Nella vita di Nicolò Barbarigo. Venice, 1995. 
23  Gizela Németh Papo and Adriano Papo, Ludovico Gritti: Un principe-mercante del Rinasci-

mento tra Venezia, i Turchi e la corona d’Ungheria. Mariano del Friuli, 2002; Gizela Németh 
Papo and Adriano Papo, ‘Ludovico Gritti, partner commerciale e informatore politi-
co-militare della Repubblica di Venezia’, Studi Veneziani 41 (2001) 217–245; Robert Fin-
lay, ‘Al servizio del Sultano: Venezia, i Turchi e il mondo Cristiano, 1523–1538,’ in 
Manfredo Tafuri (ed.), ‘Renovatio Urbis’: Venezia nell’ eta’ di Andrea Gritti (1523–1538). 
Roma, 1984, 78–118. On Ibrahim Pasha’s relationship with Alvise Gritti: Necipoğlu, ‘Rep-
resentation of Power’; Ebru Turan, ‘The Marriage of Ibrahim Pasha (ca. 1495–1536): The 
Rise of Sultan Süleyman’s Favourite to the Grand Vizierate and the Politics of the Elites in 
the Early Sixteenth-Century Ottoman Empire’, Turcica 41 (2009) 3–36.
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The pro-Venetian grand vizier and Alvise simultaneously enhanced their 
personal mercantile-political interests, along with those of the allied Ottoman 
and Venetian states. Intimately involved in Levantine trade, the Gritti family 
had long favoured peace with the Ottoman court. As I noted elsewhere, Alvise’s 
great-uncle, Giovanni Battista Gritti, was the bailo in Pera at the end of Mehmed 
II’s reign (1479–1480) when the Signoria sent the painter Gentile Bellini, upon 
the sultan’s request, to portray him from life. This bailo had afffĳirmed Mehmed’s 
right as “Emperor of Constantinople” (Imperatore di Costantinopoli) to reclaim 
Otranto, Taranto, and Brindisi from the “king of Puglia”. The importation of 
artists and artifacts from Italy at the beginning of Süleyman’s reign must 
therefore be seen as the continuation of a persistent trend that characterized 
not only the court of Mehmed II, but also that of Selim I, which comfortably 
coexisted with the patronage of Islamicate artworks.24 Just before Süleyman’s 
accession, his father had paid a fortune in 1519 for the antique statue of a 
reclining nude, and a Florentine banker encouraged Michelangelo to join the 
court of this sultan, who was fond of the fĳigural arts unlike his predecessor 
Bayezid II, or to send another fĳirst-rate artist in his place.25

All three sultans – Mehmed II, Selim I, and Süleyman I − emulated their 
ancestor Bayezid I’s (1389–1401) adoption of Alexander the Great as a role 
model for their shared ideal of universal sovereignty. In 1396, this sultan had 
demanded and received a series of Arras tapestries depicting the life of 
Alexander for the ransom of a captured Burgundian prince, declaring his 
intention to seize St Peter’s Basilica in Rome upon completing the siege of 
Constantinople, as he was “born to rule the whole world”.26 Having inherited 
from his father an empire greatly extended in size, wealth, and commercial 
potential, the young Süleyman too dreamt of restoring the ancient Roman 
Empire by reuniting Constantinople with Rome, as did his great-grandfather 
Mehmed II. In his Commentario de le cose de’ Turchi, published in 1531 in Rome 
with a dedication to Charles V, Paolo Giovio stated that like his father, Süleyman 
avidly read translations of the life of Alexander the Great. On the authority of 
trustworthy informants Giovio testifĳied that the sultan often declared the 
empire of Rome and the whole West belonged to him, as the legitimate 
successor of Constantine the Great, who had transferred the Roman Empire to 
Constantinople.27 

24  Necipoğlu, ‘Visual Cosmopolitanism’, 32, 49, 73: note 142.
25  Ibid., 48; Friedrich Sarre, ‘Michelangelo und der türkische Hof’, Repertorium für Kunst-

wissenschaft 32 (1909) 61–66.
26  Necipoğlu, ‘Visual Cosmopolitanism’, 3.
27  Ibid., 50.
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A Venetian ambassador sent twice to Süleyman’s court reported in 1521 that 
the sultan planned three major campaigns; later in 1527 he observed that 
Rhodes and Hungary had already been conquered, while the third campaign in 
Italy remained to be accomplished.28 However, the ambition to seize Rome 
fluctuated with Süleyman’s desire to capture another “Red Apple”, Vienna, in 
order to obstruct Habsburg claims for universal sovereignty. This goal gained 
momentum in 1525 with the defeat of King Francis I at Pavia and the Sack of 
Rome by the Habsburgs in 1527, reaching a crescendo with Charles V’s 
coronation in 1530 at Bologna by Pope Clement VII as Holy Roman Emperor, 
and the designation of his brother Ferdinand I of Austria-Bohemia as King of 
the Romans in 1531. However, just as Charles would give up mounting a crusade 
against the Ottomans after his disastrous siege of Algiers in 1541, Süleyman’s 
imperial project reached an impasse by the end of the 1530s.29 Thereafter, the 
longstanding continuity in the cultivation of a multifaceted, cosmopolitan 
Ottoman visual culture capable of addressing diverse internal and external 
audiences dwindled. 

Refashioning for himself an austere persona, the elderly Süleyman renounced 
his youthful enthusiasm for conspicuous consumption in 1551, during the 
construction of the Süleymaniye complex in Istanbul, where he inspected the 
already laid foundations of his future mausoleum. At that time he ordered the 
walls of the Topkapı Palace to be stripped of jewel-incrusted gold- and silver-
plated revetments, giving up rich costumes, jewelry, goldwork vessels, Italian 
wine, and listening to music.30 The repudiation of imperial extravagance surely 
had an economic dimension as well, corresponding as it did to a downturn in 
state fĳinances and to a general disillusionment concerning global ambitions, 
also shared by his archrival Charles V who abdicated and retired to a monastery 
in 1556. An Austrian Habsburg ambassador observed in 1564–1565, on the eve of 
Süleyman’s last Hungarian campaign in Szigetvár, that the sultan harboured 
three wishes before his death. Of these only the last one remained unfulfĳilled: 
First, building a grandiose mosque complex like the Süleymaniye; second, 
constructing a water-supply system with aqueducts in Istanbul; and third, 
converting St Stephen’s Cathedral in Vienna to a mosque.31 The fĳirst two monu-
mental constructions would be acclaimed among Sinan’s most remarkable 
masterpieces (Figs. 7a-b, 8). 

28  Marco Minio’s observations are cited in Theodore Francis Jones, ‘Venice and the Porte, 
1520–1542’, PhD diss., Harvard University, 1910, 110. 

29  Fodor, The Unbearable Weight of Empire, 86; Şahin, Empire and Power, 108–109. 
30  Necipoğlu, ‘Representation of Power’, 404–405, 421–423.
31  Jacob von Betzek, Gesandtschaftsreise nach Ungarn und in die Türkei im Jahre 1564/65. 

Ed. by Karl Nehring. München, 1979, 25. 
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Süleyman’s self-image as the new Ottoman Alexander and Solomon merged 
political and spiritual authority, tinged with a messianic dimension that 
persisted throughout his reign, modifĳied according to changing circumstances. 
Claiming to be the last Roman world emperor as well as the renewer of Islam’s 
glory, the sultan aspired to fĳill the universe with justice as the tenth Ottoman 
sultan in the apocalyptic tenth-and-last century of the Muslim era.32 The 1565 
endowment deed of Süleyman’s charitable waterworks in Istanbul decribes him 
as the “provider of flowing water in such Muslim cities as the sacred Jerusalem 
and the well-protected Constantinople, the restorer of religion (müceddid) and 
its strengthener in the beginning of the 10th century of the Hejira, with the 
confĳirmation of divine support, the tenth and greatest of the sultans descending 
from the Ottoman family, the most just of all the sultans”. Similar titles appear 
in the foundation inscription of the Süleymaniye mosque (1557) and in the fĳive-
volume illustrated Şahname-yi Al-i Osman manuscript (1558), whose last volume 

32  Cornell H. Fleischer; ‘The Lawgiver as Messiah: The Making of the Imperial Image in the 
Reign of Süleymân’, in Veinstein (ed.), Soliman le Magnifĳique, 159–177. On the persis-
tence of the sultan’s messianic image, inseparable from the theme of justice, see Gülru 
Necipoğlu, ‘The Dome of the Rock as Palimpsest: ‘Abd al-Malik’s Grand Narrative and 
Sultan Süleyman’s Glosses’, Muqarnas 25 (2008) 17–105; and Necipoğlu, The Age of Si-

nan, 189–230.

figure 7a-b
[a] Istanbul, Süleymaniye mosque 
complex overlooking the Golden 
Horn, built by Sinan 1548–1559 
photograph: reha günay; 
[b] Süleymaniye mosque complex 
aerial view
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called Süleymanname presents Süleyman’s reign as the glorious culmination of 
Islamic world history.33

The Süleymaniye and Süleymanname retrospectively celebrated the sultan’s 
lifelong achievements from the perspective of the latter Süleymanic age. This 
should not blind us to the fact that the former receptivity to Italianate status 
symbols for the cultivation of magnifĳicence had not been deemed incompatible 
with Süleyman’s claim for divinely supported universal sovereignty as a Muslim 
emperor. On the contrary, the amplifĳication of artistic exchanges with Venice 
during Ibrahim Pasha’s grand vizierate was primarily propelled by Süleyman’s 
ambition to be the one-and-only sanctifĳied world emperor. The adoption of 
Renaissance luxury arts by the Ottoman court in those years was intricately 

33  The sultan is hailed as the “renewer of religion” and the dynasty’s “tenth ruler in the tenth 
century of the Hejira” in this manuscript written in Persian verse by Fethullah Çelebi 
(Arif); see Fatma Sinem Eryılmaz Arenas-Vives, ‘The Shehnameci’s of Sultan Süleyman: 
ʿArif and Eflatun and their Dynastic Project’, PhD diss. University of Chicago, 2010, 174–
183, 270. The Arabic inscription of the sultanic mosque, composed by Grand Müfti Ebus-
suud, asserts Süleyman’s secular and divine right to the universal sultanate and caliphate, 
also stressing his role as lawgiver and as “the tenth of the Ottoman Khaqans, may the line 
of his sultanate endure until the end of the ages”. Cited in Necipoğlu, The Age of Sinan, 
191, 208.

figure 8 Istanbul, Mağlova aqueduct of the Kırkçeşme water distribution system, 
built by Sinan 1561–1565. 
photograph: kırkçeşme water systems. istanbul, 2010
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entangled with the enterprises of foreign merchants and diplomats, often 
enmeshed in international networks of espionage. 

A paradigmatic example of the marriage between art, politics, and commerce 
in the early 1530s, when European merchants and artists flocked to the Ottoman 
court, is Süleyman’s bejeweled golden helmet with four superimposed crowns. 
In an article published in 1989, I interpreted this stunning headgear, competing 
with the triple-crowned papal tiara and the single-crowned imperial miter, as a 
challenge directed against the alliance in Bologna between the pope and 
Charles V (Fig. 9a-c). Produced by a consortium of Venetian nobles, jewel-
merchants, and goldsmiths, it was presented by Ibrahim Pasha to the sultan just 
before they both marched to confront the Habsburg-brothers in Hungary and 
Austria during the ill-fated 1532 German (Alaman) campaign. I showed that the 
helmet-crown was designed by Alvise Gritti in collaboration with Ibrahim 
Pasha, and that the consortium which fĳinanced it included the chief treasurer 
Iskender Bey, thereby establishing that it was not a purely speculative foreign 

figure 9a-c
[a] Anonymous, Portrait of Sultan 
Süleyman, Venetian woodcut in two 
blocks, ca. 1532. London, British 
Museum 
photograph: william stirling-
maxwell, examples of engraved 

portraits of the sixteenth 

century. london, edinburgh, 
1872, pl. 41; 
[b] Anonymous, Portrait of Sultan 
Süleyman, Venetian woodcut in two 
blocks, ca. 1535. New York, Metropolitan 
Museum of Art, Harris Brisbane Dick 
Fund 
photograph: m. muraro and 
d. rosand, titian and the 

venetian woodcut. washington, 
dc., 1976, no. 48); 
[c] Robert Péril, Coronation Cavalcade 
of Charles V and Clement VII, detail 
from a series of woodcuts, 1530. 
Vienna, Albertina, Graphische 
Sammlung 
photograph: gülru necİpoğlu, 
‘süleyman the magnificent and 
the representation of power’
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enterprise as previously thought, but rather a joint Venetian–Ottoman project. 
Expressing the sultan’s claim for universal dominion over the “four corners” of 
the earth, this headgear was boastfully described by Ibrahim Pasha as a “trophy 
of Alexander the Great (un trofeo di Alexandro Magno)”.34

My interpretation was reinforced by the recent publication of an illuminated 
manuscript in Italian, discovered by Ana Pulido-Rull at Harvard’s Houghton 
Library (Figs. 10a-d, 11a-i).35 Written by an anonymous eulogist, the manuscript 
is a short history of the Ottoman dynasty’s deeds, dedicated in its fĳirst line to 
“Divine Süleyman, Most Invincible” (Divo Solimano Invictissimo). The Turkish 
sultan’s prestigious semi-divine Trojan lineage is traced to the mythical 
ancestor Teucro, born from the pagan god Apollo and Cassandra (King Priam 
of Troy’s daughter), both of whom are shown naked in an amorous embrace on 
a margin (Fig. 10a-b). Perhaps a subtle humanist allusion to the Franco-
Ottoman alliance in the early 1530s, when Süleyman’s helmet-crown was 
produced, the text explains that this couple’s two sons Teucro and Franco 
became the ancestors of the Ottoman Turks and the kings of France, 
respectively, after the sack of Troy.36 As a descendant of Apollo – declared to be 
the God of wisdom, inventor of medicine, and ruler of the Sun – Süleyman’s 
“theater of virtues” includes humanity, clemency, constancy, justice, wisdom, 
and his learned patronage of scholars and literati, himself being a practitioner 
of the fĳine arts (le bone arti). What is more, the author applauds the sultan’s 
artistic skills about which he apparently had insider information: 

34  Necipoğlu, ‘Representation of Power’; Eadem, ‘Visual Cosmopolitanism’, 49–51. The 
Caorlini family of goldsmiths produced the helmet-crown in partnership with Venetian 
jewel-merchants, including Vincenzo Levriero, and the noblemen Pietro Morosini, Jaco-
mo Corner, Marco Antonio Sanudo, and the sons of Pietro Zeno, who was Venetian 
vice-bailo in Istanbul. See also Otto Kurz, ‘A Gold Helmet Made in Venice for Sultan Sulay-
man the Magnifĳicent’, Gazette des beaux-arts 74 (1969) 249–258; Ennio Concina, ‘Dell’ar-

abico’. A Venezia, tra Rinascimento e Oriente. Venezia, 1994; Ennio Concina (ed.), Venezia 

e Istanbul: Incontri, confronti e scambi. Udine, 2006, 100–103; Jürgen Rapp, ‘Der Perga-
mentriss zu Sultan Süleymans „Vierkronenhelm“ und weitere venezianische Gold-
schmiedeentwürfe für den türkischen Hof aus dem sogenannten Schmuckinventar 
Herzog Albrechts V. von Bayern’, Münchner Jahrbuch der bildenden Kunst 54:3 (2003) 
105–149.

35  Harvard University, Houghton Library, Ms. Typ. 145. Ana Pulido-Rull, ‘A Pronouncement 
of Alliance: An Anonymous Illuminated Venetian Manuscript for Sultan Süleyman’, 
Muqarnas 29 (2012) 101–150 (Appendix II is an English translation by Christopher 
Brown, revised, edited, and annotated by Gülru Necipoğlu). On the manuscript discov-
ered by Pulido-Rull, see also my comments in the same volume: ‘Visual Cosmopolitanism’, 
49–51.

36  The Harvard manuscript revives an earlier discourse on the alleged Trojan origin of the 
Turks by pro-Ottoman humanists: James Hankins, ‘Renaissance Crusaders: Humanist 
Crusade Literature in the Age of Mehmed II’, Dumbarton Oaks Papers 49 (1995) 111–207. 
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Anonymous Panegyric for Sultan Süleyman, ca. 1532. Harvard University, 
Houghton Library, Ms. Typ. 145 
photograph: ana pulido-rull, ‘a pronouncement of alliance’, 
facsimile; 
[a] fol. 1r, vignette of Apollo; [b] fol. 1v, vignette of Apollo and Cassandra; 
[c] fol. 10r, vignette of Süleyman shaking hands with possibly Alvise Gritti; 
[d] fol. 10v, vignette of an enthroned monarch holding a scepter and being 
crowned

figure 10a-d
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Anonymous, Panegyric for Sultan Süleyman, ca. 1532. Harvard University, 
Houghton Library, Ms. Typ. 145 
photograph: ana pulido-rull, ‘a pronouncement of alliance’, 
facsimile; 
[a] fol. 2v, Coronation of Osman I; [b] fol. 4r, Mehmed II in combat on horseback; 
[c] fol. 5v, Bayezid II and Andrea Gritti shaking hands; [d] fol. 7r, Coronation of 
Süleyman; [e] fol. 8r, Süleyman pardoning the defeated Grand Master of Rhodes; 
[f] fol. 9r, Süleyman enthroned with orb and scepter as absolute King of Hungary 
after Mohács; [g] fol. 9v, Süleyman enthroned as possessor of virtues; 
[h] fol. 10r, Süleyman enthroned shaking hands with possibly Alvise Gritti; 
[i] fol. 10v, Coronation of an enthroned monarch with a single-crowned miter

figure 11a-i
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“What will we say about your other virtues, and discipline, as much in 
philosophy as in every other sort? About this, I will be silent, glorious 
Solimano, you who always want near you erudite men, literati, men 
excellent in every virtue, always exercising you in the fĳine arts; and so as 
to not stay idle, you execute with your divine genius and with your hands 
works and things of great mastery, imitating nature and the gods, things 
which you then sell, and you distribute the money among the poor and 
the mendicants: an act that is certainly laudable, worthy, and pleasing to 
the gods (li dei).”37

Süleyman was trained in his childhood as a goldsmith by a Greek master in 
Trebizond, together with his milk-brother Yahya Efendi. Later in his reign, the 
sultan is said to have sent gold and silver objects as charitable gifts to this Sufĳi 
shaykh, who retired in a convent-garden at Beşiktaş in Istanbul.38 Süleyman’s 
craft-skill contributed to his patronage of goldsmiths and jewelers at the court 
workshops, and to the flourishing international jewel-trade in which Alvise 
Gritti became an important intermediary. The latter was, in fact, fĳirst introduced 
as a great connoisseur of jewels to the sultan by Ibrahim Pasha, another jewelry 
enthusiast.

The Harvard manuscript portrays Süleyman from a humanist perspective, 
comparing him to classical heroes (Augustus, Trajan, and Alexander the Great) 
and attributing his conquests to the favour of pagan deities: Belgrade “in lower 
Hungary” (1521), Rhodes (1522), and his second entry into the Kingdom of 
Hungary (Mohács 1526, when he occupied Buda), after which he “remained 
absolute king of the Hungarians”. The manuscript is curiously silent about 
Süleyman’s reentry into Buda during the otherwise unsuccessful 1529 Vienna 
campaign. At that time, the Hungarian kingdom of John Szapolyai (1526–1540) 
was recuperated from Ferdinand I by the Ottomans. The king was enthroned 
and crowned with the Holy Crown of St Stephen in Buda as Süleyman’s 
protegée. Representing the sultan, Alvise Gritti stayed over fĳive months in 1530 
at Buda, where King Szapolyai appointed him “Governor of Hungary”. Alvise 
returned to Istanbul in 1531, marching back with his own armed forces from 
Edirne to Buda in 1532, when Süleyman and Ibrahim Pasha left for Vienna 
during the German campaign.39 

37  Pulido-Rull, ‘Pronouncement of Alliance’, Appendix II. 143–144.
38  Haşim Şahin, ‘Yahyâ Efendi, Beşiktaşlı’, Türkiye Diyanet Vakfı İslâm Ansiklopedisi. Vol. 43. 

İstanbul, 2013, 243–244.
39  Ferenc Szakály, Lodovico Gritti in Hungary, 1529–1534: A Historical Insight into the Begin-

nings of Turco-Habsburgian Rivalry. (Studia Historica, 197.) Budapest, 1995, 54–71, esp. 
65–68. 
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The astonishing Harvard manuscript was most probably commissioned by 
the pro-French Venetian doge’s son, Alvise Gritti, who “publicly professed 
being a servitor of the king of France” and its anonymous author could have 
been a humanist from his or his family’s circle. Alvise may even have personally 
presented the manuscript as a gift to the sultan, before leaving for Buda in 1532, 
in his capacity as Süleyman’s regent in Hungary (1530–1534), where he assisted 
the vassal King Szapolyai, a protégé of both the sultan and Francis I.40 The gift 
seems to have accompanied the helmet-crown itself, depicted in the 
manuscript’s vignettes painted in grisaille, which Ibrahim Pasha presented to 
Sultan Süleyman in Edirne, before they both proceeded with the Ottoman 
army to confront the Habsburg brothers.41 

The manuscript is worthy of a closer examination in light of its striking 
emphasis on Hungary on the eve of the Hungarian–Austrian campaign. It was 
obviously assumed that this would be most welcome as a gift by Süleyman. 
One of its painted vignettes depicts Alvise’s father, Andrea Gritti, shaking 
hands with Bayezid II in 1503 as the Venetian ambassador who concluded a 
“perpetual” peace treaty with that sultan. This scene visually echoes a later 
vignette, which I interpret as Alvise shaking Süleyman’s hand before departing 
for the Hungarian capital Buda in 1532 (Figs. 11c, 11h).42 His father, the 
ambassador Andrea Gritti, anachronistically wears the ducal hat as if he were 
already doge of Venice, just as Bayezid II is wearing the helmet-crown long 
before it was created for Süleyman. The manuscript represents this headgear 
as the ancient imperial crown of the Ottoman dynasty, fĳirst worn by the 
empire’s true founder Mehmed II. Hence, it implicitly corresponds to the Holy 

40  Szapolyai’s European allies also included the doge of Venice, the king of England, and the 
king of Poland who was his father-in-law. According to a letter of Charles V from April 
1535, the late Alvise Gritti (d. 1534) had made “profession publique de serviteur dudit roy 
de France”; see Ernest Charrière, Négotiations de la France dans le Levant… Vol. 1. New 
York, 1964 or 1965, 148–149, 265: note 1. The humanists in Alvise’s circle included An-
dronicus Tranquillus, Augustinus Musaeus, and Francesco della Valle (Alvise’s secre-
tary-cum-chamberlain); see Tibor Kardos, ‘Dramma satirico carnevalesco su Alvise Gritti, 
Governatore dell’Ungheria, 1532’, in Vittore Branca (ed.), Venezia e Ungheria nel Rinasci-

mento. Firenze, 1973, 397–427.
41  Pulido-Rull proposes that the manuscript was likely commissioned by Alvise Gritti and 

Ibrahim Pasha, and its illuminations were perhaps by the Italian miniaturists Vincenzo 
Raimondi or Girolamo dai Libri (Giulio Clovio’s master): ‘Pronouncement of Alliance’, 
101–109. 

42  The text accompanying the vignette (fol. 10r) suggestively refers to touching the sultan’s 
hand: “But we will now not write anything if not what we see in you; that which can be 
touched by hand, that which is well known and manifest to the entire world.” Pulido-Rull, 
‘Pronouncement of Alliance’, Appendix II. 144: note v.
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Crown of Hungary that Süleyman had magnanimously donated to his vassal at 
Buda in 1529.

The author acknowledges Süleyman’s “Majesty of Ceasar”, thanks to which 
he deserves to be “absolute monarch and emperor of the whole world”. In fact, 
the present age has “only one emperor, Solimano”.43 The last two pages greet the 
sultan as “more fortunate than Alexander the Great”, declaring that, “as king of 
kings and emperor of emperors ... you are worthy of every empire, of every 
triumph, of every crown, not just of myrtle and laurel, but of gold and precious, 
most ornate gems, such as that helmet (elmetto) that we now see ornamenting 
your divine Caesarship” – an obvious reference to the four-crowned helmet 
(Fig. 11c-d).44 The manuscript ends with wishes for the “most sacred emperor’s” 
long life and future conquests, “so that the world can benefĳit from you longer, 
and after your death you will be placed among the number of the gods”. 

The fĳinal vignette depicts an enthroned monarch’s coronation with a single-
crowned miter topped by an Ottoman crescent, which curiously echoes the 
coronation scene of the dynasty’s founder Osman I with a similar crown 
(Figs. 10d, 11a, 11i). Both coronation scenes are similarly composed and coloured 
red, as that of Süleyman, with the exception of his more imposing four-
crowned helmet (Fig. 11d). The enigmatic last vignette may hint at the sultan’s 
intention to more fĳirmly establish his tributary vassal Szapolyai as the only 
legitimate king of Hungary, through the mediation of Alvise Gritti.45 Solving 
the “Hungarian question” was certainly an aim of the 1532 campaign, which 
partly responded to Ferdinand I’s aborted attempt to wrest Szapolyai’s royal 
seat, Buda Castle, and his capture of several Ottoman strongholds in Hungary 
at the turn of 1530–1531.46 The sultan’s hope to overwhelm the Habsburg 
brothers in the Austrian capital Vienna did not materialize. Instead, the 
German campaign led to a truce (1533) that afffĳirmed the fĳixing of Ottoman–
Habsburg borders with Süleyman’s arbitration, an ominous task assigned to 
Alvise Gritti who would be murdered in Hungary in 1534.47

The Harvard manuscript exemplifĳies a philo-Ottoman discourse promoted 
by the Venetian peace-party, dominated by noble families engaged in Levantine 
trade. This humanist image of the Ottomans, with allusions to classical 
antiquity, was particularly espoused by Pera merchants praising the justice and 

43  Ibid., fols. 8v–9v, Appendix II. 143–144.
44  Ibid., fols. 10r–v, Appendix II. 144.
45  Rumours even claimed that the sultan allegedly planned to give the Hungarian Kingdom 

to Alvise Gritti: Szakály, Lodovico Gritti in Hungary, 61–71. 
46  During the Habsburg siege Alvise Gritti heroically defended Buda Castle; ibid., 55–65. 
47  On Alvise’s declining power in 1533–1534 and his murder, see ibid., 11–39, 81–83; Kar-

dos, ‘Dramma satirico’. 
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humanity of Süleyman, who was “not at all like a barbarian prince”.48 An anti-
Ottoman pamphlet in Italian claims that the 1532 campaign was spurred by 
certain “allegedly” Christian princes like Francis I and political exiles from the 
Kingdom of Naples, Florence, and other nations, but especially by the 
“merchants of Constantinople”. They had convinced Ibrahim Pasha to persuade 
Süleyman that this campaign would make him “world emperor”, thereby 
nullifying Charles V’s aspiration for universal rule in the manner of Roman 

emperors. The pasha reportedly told Süleyman that the conquest of Belgrade 
and Hungary had opened the gates of Italy and of all Christendom, guaranteeing 
the success of a land-and-sea campaign in which his navy would conquer 
Puglia and Sicily, just as Otranto had previously been seized by Mehmed II.49

Although the Harvard manuscript and widely circulating Venetian prints 
depict Süleyman wearing the helmet-crown, in actuality he never did. During 
the German campaign, it was displayed in imperial tent receptions on a stool 
next to the sultan’s throne. In triumphal parades this “Venetian helmet bearing 

48  Paolo Paruta, Historia Vinetiana (1513–1551). Vol. 6. Venice, 1703 (fĳirst published in 
1583), 254, cited in Jones, ‘Venice and the Porte’, 108–109. For two humanist eulogies in 
Italian, addressed to Mehmed II and Selim I, which also refer to classical heroes and dei-
ties but are not illustrated, see Necipoğlu, ‘Visual Cosmopolitanism’, 49–50. 

49  Giovan Luigi di Parma, Discorso sopra l’impresa dell’Austria fatta da Gran Turco nel 1532. 
Bologna, 1543. I consulted the manuscript version of this pamphlet, attributed to Luigi 
Borra Parmigiano, in Venice, Marciana Library, Ms. Italiani, Cl. VI (8398), fols. 48r–94r.

figure 12
Anonymous, Equestrian sultan with 
a panorama of Istanbul (identifĳied 
by an inscription as Mehmed IV, 
but probably a recycled print of 
Süleyman), engraving, mid-17th 
century. “Augsburg zu fĳinden bey 
Jacob Koppinayr” 
photograph: courtesy of 
julian raby
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a striking resemblance to the papal tiara”, was carried by royal attendants 
alongside eleven bejeweled helmets of Ottoman workmanship. For the parade 
through Belgrade, streets had been decorated with triumphal arches “in the 
manner of ancient Roman triumphs”, which must have intimated to onlookers 
the “Rumi” (Roman) heritage of the Ottoman sultanate. These ceremonies 
responded to the coronation procession of the pope and emperor at Bologna in 
1530, accompanied by pamphlets that dehumanized the barbarian Ottomans, 
in contrast to the humanist perspective of the illuminated manuscript.50 
Süleyman’s helmet-crown was complemented by a saddle, saddlecloth, and 
scepter (mace) produced in Venice by diffferent consortiums (Fig. 12).51 Ottoman 
illustrated historical manuscripts never depicted these artifacts, being produced 
from the late 1550s onward when a new cultural politics no longer tolerated 
“foreign” symbols of rulership.

The fame of Süleyman’s helmet-crown was primarily publicized by Venetian 
prints and plays of the notorius playwright, author and art critic Pietro Aretino.52 
The latter had settled in Venice in 1527, initially as a protégé of the Gritti and 
Corner families (whose members became involved in the helmet-crown’s 
production). There, he surrounded himself with an entourage of literati and 
artists.53 Aretino’s circle included the painter Titian, on whose design Süleyman’s 
printed portraits with the helmet-crown are believed to be based, and the 
goldsmith Luigi Caorlini who fashioned this headgear. Another associate of 
Aretino was the sculptor-architect Jacopo Sansovino; he designed a baldachin 
(baldacchino) and umbrella (ombrella) for Süleyman in partnership with Luigi 
Caorlini and his colleagues, who ventured into other projects after the commercial 
success of the helmet-crown. But they sufffered fĳinancial losses with Ibrahim 
Pasha’s departure to the “Two Iraqs” campaign at end of 1533 and his execution in 
1536, along with Alvise Gritti’s murder in 1534.54 Moreover, the Venetian jewel-
merchant Marco di Niccolò, closely associated with both Alvise and Aretino, was 
executed in Istanbul in 1536 as a double-agent of the Ottomans and the Habsburg 
emperor.55 This merchant, who had been a partner in the consortium of the 

50  Necipoğlu, ‘Representation of Power’, 407–417. Anti-Ottoman Habsburg propaganda is 
contrasted with the pro-Ottoman discourse of the illuminated manuscript in Pulido-Rull, 
‘Pronouncement of Alliance’, 114–118. 

51  Necipoğlu, ‘Representation of Power’, 407–409. 
52  Ibid., 412, 417–418, 420–421: Aretino’s La cortigiana (1534) and Il marescalco (1533), 

but also Francesco Negri’s Libero Arbitrio (1546).
53  See note 34 above for the consortium partners.
54  On their fĳinancial losses: Necipoğlu, ‘Representation of Power’, 417–418. 
55  He was also an intermediary between Francis I and Sultan Süleyman. See the following 

Academia website articles by Alain Servantie: ‘L’Information de Charles Quint sur les 
Turcs, ou les élements pour décider de la guerre ou de la paix: Du rêve de croisade aux 
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bejeweled scepter in 1532, subsequently entered a failed partnership that tried to 
sell to Süleyman jewels and fĳigural tapestries produced by the Dermoyen fĳirm at 
Brussels, a project for which the artist Coecke was sent to Istanbul in 1533.56 

Aretino’s play La cortigiana (1534) mentions a group of unnamed “sculptors 
and painters,” who came to Istanbul with the Venetian goldsmith Luigi Caorlini 
and his partner Marco di Niccolò (the double-spy), under Alvise Gritti’s 
protection.57 We know that the latter invited Aretino and his circle to Istanbul 
after this humanist offfered his services in 1531 with a letter addressed to Ibrahim 
Pasha, and through him to the sultan, stating that he wished to immortalize 
their fame with laudations that would adorn the whole world.58 Aretino’s letter, 
praising the “divine” (divo) Süleyman’s clemency and justice, glorifĳies him as 
“the most sacred and most invincible prince of princes, king of kings, and god 
of demigods”, much like the Harvard manuscript. One even wonders whether 
he could have been the anonymous author of this manuscript, a conjecture 
requiring further research that goes beyond the purview of my essay. We learn 
from a dispatch Marco di Niccolò sent from Istanbul to Aretino that his letter 
was presented to the pasha by Alvise Gritti together with a silver portrait medal 
of Aretino, which was supplied by this jewel-merchant.59 Given these intricate 

réalités’, 19: note 68; ‘De la mévente de tapisseries bruxelloises en Turquie aux “Façons de 
faire des Turcs” et à la “Description de la court du Grant Turc”’, 11: notes 38–39.

56  Necipoğlu, ‘Representation of Power’, 420. The failure of the tapestry project was reported 
to Charles V in a letter written on 2 June 1534 by his ambassador in Istanbul, Schepper, 
requesting the emperor to inform the Antwerp merchant Pieter van der Walle about this 
mishap and about the sultan’s reluctance to buy, in the absence of Ibrahim Pasha who 
departed for the Persian campaign, the jewels that had been sent: Servantie, ‘De la 
mévente de tapisseries bruxelloises’, 2: note 5. Another partner involved in both the scept-
er and tapestry projects was Pietro della Porta, the jewel-merchant relative of Giovio, 
based in Istanbul before 1535: Klinger and Raby, ‘Barbarossa and Sinan’, 50. 

57  Pietro Aretino, Tutte le comedie. Ed. by G. B. De Sanctis. Milano, 1968, 173. On the Vene-
tian painter Gian-Maria di Andrian Gian-Battista who was in Istanbul in 1533, see Klinger 
and Raby, ‘Barbarossa and Sinan’, 50.

58  On Alvise Gritti’s invitation letter in June 1532, see Lettere scritte à Pietro Aretino. Bologna, 
1968, 1:1, 223–224. Aretino’s letter to Ibrahim Pasha, dated 2 August 1531, is published 
in Paul Larivaille, ‘Pour l’histore des rapports de l’Arétin avec les puissants de son temps. 
Deux lettres inédites aux Pacha Ibrahim et au Roi François Ier’, in La Correspondence. 2 

vols. Aix-en-Provence, 1984–1985, II. 55–92. According to Larivaille, Gritti’s invitation 
letter cannot be dated later than the last months of 1531 or the beginning of 1532, when 
he left for Hungary.

59  Marco di Niccolò’s letter, dated 9 September 1533: Paolo Procaccioli (ed.), Edizione nazi-

onale delle opere di Pietro Aretino. Lettere Scritte à Pietro Aretino. Roma, 2003, 9:1, 81: No. 
59. See also Lettere scritte à Pietro Aretino. Bologna, 1968, 1:1, 94–95. Larivaille dates this 
letter earlier because it describes Aretino’s 1531 letter being presented to Ibrahim Pasha 
by Alvise Gritti, who was in Hungary in 1533: Larivaille, ‘Pour l’histore’, 58. 
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networks, I am tempted to suggest that the Venetian prints advertising the 
helmet-crown were probably produced through the mediation of Aretino’s 
circle of artists and dealers, who were directly involved in its creation. The 
prints may even have circulated with the input of the consortium’s Ottoman 
collaborators as a public relations campaign to enhance the reputation of both 
the producers and the possessor of this headgear, sold for the extraordinary 
sum of 115,000 ducats. After all, Süleyman did care about public opinion abroad: 
He used to send donations via French ambassadors frequenting his court to the 
historian Giovio, who received pensions from Francis I and Charles V.60

The Franco-Ottoman Alliance and Barbaros Hayreddin 

During the German campaign, Ottoman Coron (formerly a Venetian coastal 
fortress in the Morea) was seized by the commander of Charles V’s fleet, Andrea 
Doria, a loss blamed on the Signoria’s reluctance to help the Ottoman navy. 
Thereafter relations with Venice deteriorated, leading to the previously 
mentioned Ottoman–Venetian war of 1537–1540.61 France took the privileged 
place of Venice in Ottoman diplomatic relations around 1534–1535, a development 
that culminated in a commercial treaty received by the French ambassador from 
Ibrahim Pasha in 1536, as the grand vizier’s last legacy.62 Within the context of 
Franco-Ottoman alliance against the Habsburg navy in the Mediterranean, the 
former corsair-merchant Barbarossa (Barbaros Hayreddin), who became an 
Ottoman vassal as the ruler of Algiers around 1519–1521, rose to unprecedented 
power. It has been noted, however, that the foundation inscription on the portal 
of his mosque in Algiers, dated April 1520 (Cemaziülevvel 926), makes no 
reference to Ottoman suzerainty.63 This Arabic inscription identifĳies Barbaros as 
a “sultan and warrior on behalf of Islam”, and the son of a “Turk”, thereby 

60  Servantie, ‘L’Information de Charles Quint,’ 10: note 37.
61  On Ibrahim Pasha’s complaint concerning Venice’s role in the fall of Coron: Jones, ‘Venice 

and the Porte’, 145–177, esp. 165–170. The pasha criticized the doge of Venice later in 
1535 for not helping Barbaros during the absence of the sultan in the Persian campaign: 
İdris Bostan, ‘Kanuni ve Akdeniz Siyaseti 1530–1550’, in Özlem Kumrular (ed.), Muh-

teşem Süleyman. Istanbul, 2007, 31.
62  Jones, ‘Venice and the Porte’, 177–193; Christine Isom-Verhaaren, Allies with the Infĳidel: 

The Ottoman and French Alliance in the Sixteenth Century. London, 2011.
63  Nicolas Vatin, ‘Note sur l’entrée d’Alger sous la souveraineté ottomane (1519–1521)’, Tur-

cica 44 (2012–2013) 131–166; Rhoads Murphey, ‘Seyyid Muradî’s Prose Biography on 
Hızır Ibn Yakub, Alias Hayreddin Barbarossa: Ottoman Folk Narrative as an Under-Ex-
ploited Source for Historical Reconstruction’, Acta Orientalia Academiae Scientiarum 

Hungaricae 54:4 (2001) 519–532. 
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ethnically diffferentiating him from Arab-Berber tribal chiefs and rival rulers like 
the Hafsid sultans of Tunis and the Zayyanids of Tlemcen.64 

It was not until 1531 that the star of Barbaros began to rise under Sultan 
Süleyman’s personal protection, leading to his eventual substitution of Ibrahim 
Pasha as the main actor in Franco-Ottoman politics.65 Invited to Istanbul after 
the fall of Coron by the sultan, who received him at the Topkapı Palace in 1533, 
Barbaros replaced Ibrahim Pasha’s inexperienced “charming” cousin, Kemankeş 
Ahmed Bey (1531–1533) as admiral of the Ottoman fleet.66 Subsequently meeting 
with Ibrahim Pasha (who was then in Aleppo) for the confĳirmation of his 
position, Barbaros returned to Istanbul and was appointed as governor-general 
of Mediterranean islands (Cezair-i Bahr-i Sefĳid beylerbeyi, Cezair beylerbeyi) in 
1534, a newly created province comprising Mediterranean-Aegean ports and 
islands.67 Süleyman also bestowed upon him the additional title of “pasha” as 
fourth vizier of the imperial council. The grand admiral (1534–1546) owed these 
unique privileges to having donated to the sultan his North African kingdom, 
with its capital Algiers, where he had appointed his own slave as lieutenant 
before settling in Istanbul in 1533.68

Interestingly, Barbaros too corresponded with Pietro Aretino who, soon 
after a peace treaty was signed with Venice, introduced himself to the sultan’s 
admiral with a letter, offfering to enhance his addressee’s international prestige. 
Dated 1541, this letter to “Araindin Barbarossa, King of Algiers (Re d’Algieri)”, 
hails him as “famous king, worthy pasha, unvanquished captain, and 

64  Al-Sultan al-Mujahid fĳi sabil Rabb al-ʿAlamin Mawlana Khayr al-Din ibn al-Amir al-shahir 

al-Mujahid Abi Yusuf Yaʿkub al-Turki: Gabriel Colin, Corpus des inscriptions arabes et 

turques d’Algérie. Paris 1901, 13–15; Mehmet Tütüncü, Cezair’de Osmanlı İzleri. Istanbul, 
2013, 67–70.

65  Bostan, ‘Kanuni ve Akdeniz Siyaseti’, 26–28.
66  On Ibrahim Pasha’s cousin, see Jones, ‘Venice and the Porte’, 154–157.
67  In May 1534 Alvise Gritti expressed discontent about Barbaros’s promotion, decided by 

the sultan while Ibrahim Pasha was away in Aleppo, and against his own advice to the 
pashas, which forced the grand vizier to swallow this decision: Servantie, ‘Giovan-Fran-
cesco Giustinian’, 10: notes 45–46. On the rivalry between Beyoğlu and Barbaros, the bey 
(prince) of Algiers, who moreover became a pasha: Szakály, Lodovico Gritti, 81–82. 

68  On Barbaros’s promotion as “Beylerbeyi of the Sea” who was “then made fourth pasha” as 
vizier, see Ramberti (1534), Libri tre, 246, 255–256; Pamphlet of Junis, 265, 270; İdris 
Bostan, ‘The Establishment of the Province of Cezayir-i Bahr-i Sefĳid’, in Elisabeth Zacha-
riadou (ed.), The Kapudan Pasha: His Offfĳice and His Domain. Rethymnon, 2002, 241–251; 
Nicolas Vatin and Gilles Veinstein, ‘Roi, pirate ou esclave? L’image de Hayru-d-din Bar-
berousse’, in Nathalie Clayer and Erdal Kaynar (eds.), Penser, agir et vivre dans l’Empire 

ottoman et en Turquie. Études réunies pour François Georgeon. Paris, Louvain, Walpole, 
MA, 2013, 233–259; Nicolas Vatin, ‘Le pouvoir des Barberousse à Alger d’après les Gaza-

vat-ı Hayreddin Paşa’, forthcoming in Mélanges Georgeon, Halcyons Days in Crete. 
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outstanding man”, whose celebrity even surpasses that of his patron, “the 
mighty Emperor Solimano”. Aretino applauds the admiral’s world-famous 
deeds and reputation among Christians, who wrote about his exploits in many 
languages and honoured Barbaros by having “a picture of your proud face to be 
engraved (imprimere lo essempio de la tua faccia altera), and when they 
contemplate it, with unfailing reverence and wonder, they perceive in the 
expanse of your forehead and within the circle of your eyes that singular 
gravity and awsome ardour”. As a sign of his devotion to Venice, Aretino 
requests the admiral to be merciful to Christian slaves “in recollecting the debt 
owed by your mighty prowess to those who have given you immortality”.69

In his response sent from Istanbul in 1542 via the Venetian bailo, before he 
sailed with the Ottoman fleet to join Francis I’s navy, Barbaros praises the 
“magnifĳicent and circumspect” Aretino as “foremost of Christian writers”, 
referring to himself as “Hayreddin Pasha Barbaros, Commander-in-chief in the 
Sea of Sultan Süleyman’s imperial army, and King of Algiers”.70 The second title 
diverges from the admiral’s offfĳicial position as governor-general with the rank 
of vizier after 1534, even though he was once the sultan of Algiers. Lutfĳi Pasha’s 
chronicle notably accuses Barbaros of “prematurely priding himself with self-
appointed status as emperor (padişah) of the Maghrib” upon seizing Tunis in 
1534, thus provoking Charles V’s humiliating reconquest in 1535 and the 
reinstatement of the Hafsid ruler as a Habsburg vassal.71 Barbaros seemingly 
continued to cultivate his “aura” of royalty on certain occasions. He thanks 
Aretino for sending a silver portrait medal depicting Aretino’s face, “the head 
of a captain, rather than a writer”, about whose fame and virtues Barbaros had 
engaged in many conversations with his slaves from Genoa and Rome, who 
knew him personally. Ibrahim Pasha reacted similarly to a silver medal of 
Aretino, presented a decade ago with his abovementioned letter, by asking 
what country the king portrayed in it ruled, to which Alvise Gritti gallantly 
replied: “The realm of virtue.”72

69  Paolo Procaccioli (ed.), Edizione nazionale delle opere di Pietro Aretino. Lettere Scritte à Pi-

etro Aretino. Roma, 1998, 4:2, 378–379: No. 249, dated 1 April 1541. Aretino: Selected 

Letters. Translated by George Bull. Harmondsworth, 1976, 203–205: No. 77. 
70  Ariadin Bassà Barbarossa, Generale in Mare de l’armi de la Imperial Signoria di Sultan Sa-

lim [sic: Süleyman] e Re d’Algieri, mid-Ramadan 949, translated from Turkish to Italian: 
Paolo Procaccioli (ed.), Lettere Scritte à Pietro Aretino. Roma, 2004, 9:2, 148: No. 136. See 
also Lettere scritte à Pietro Aretino. Bologna, 1968, 2:1, 269–270; The Works of Aretino: 

Letters and Sonnets. Translated by Samuel Putnam. New York, 1933, 285.
71  Cited in Murphey, ‘Seyyid Muradî’s’, 520: note 4. Although sultan can be interpreted as a 

synonym for bey, the former title was reserved in the Ottoman context for the royal family. 
A reason for Ibrahim Pasha’s execution was his adoption of the title serasker sultan. 

72  Cited in note 59 above.
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Another fascinating reference to the circulation of portrait medals as a 
currency of reputation and exchange (alongside letters and prints), appears in 
an unpublished letter sent by Andrea Doria to Charles V from Genoa on 17 
December 1528, prior to Süleyman’s 1529 Vienna campaign. Two cut chords 
attached to this letter, discovered by George L. Gorse, held a no-longer-present 
medal of the “Grand Turk’s portrait drawn from life” so as to better acquaint the 
emperor with his chief adversary before meeting him alive, as the admiral 
hoped, and triumphing over him to the benefĳit of Christianity.73 This seems to 
have been Süleyman’s uniface medal in profĳile attributed to Alfonso Lombardi 
(1520s), which would be copied in a portrait medal of Charles V (post-1530) 
whose face is flanked by that of the sultan and an angel, accompanied by a 
legend predicting that “the present head will fall before Ceasar’s sword”.74 

To return to Barbaros’s letter, he expresses gratitude to Aretino who has 
glorifĳied him, thereby making him dear to the Turks and Franks (a reference to 
Aretino’s habit of publicly circulating copies of his letters). Upon returning 
from the Franco-Ottoman naval campaign (1543–1544), the admiral promises 
to repay Aretino’s favour. The geriatric Barbaros died shortly after coming back 
to Istanbul (in 1546) from this land-and-sea campaign, celebrated in a chronicle 
illustrated with topographical paintings. Attributed to Matrakçı Nasuh (ca. 
1545), its fĳirst part covers Barbaros’s naval operations, while its second part 
recounts the simultaneous Hungarian campaign of 1543 commanded by Sultan 
Süleyman, in response to Ferdinand I’s renewed attempt to recover Buda and 
Pest from the Ottomans the previous year (Fig. 13a-b).75

Barbaros concludes his letter by expressing the wish “to see one of those 
images (imagini), which are in the likeness of my face, that are common 

73  Professor Gorse, who discovered the letter in 1984, kindly sent me his precious notes and 
allowed me to cite his transcription of it: Essendomi pervenuta alle mani una Medaglia col 

ritratto dal naturale del Gran’ Turco, me è parso mandarla a V. Maestà. Ad cio che quando li 

occorara vederlo vivo, com’io tengo ferma speranza, possa conoscerlo con più facilitate, et 

cussi N.S. dio gli ne presti la gratia e la faccia di lui et di tutto el mondo insieme triomphare 

per reintegratione e Augumento del nome Christiano, Conservando V. Maestà secondo li suoi 

sancti desiderij. Alla quale quanto più humilmenti posso mi Rac.do. Da Genova alli xvij de 

Decembre MDXXVIIJ. Di V. Sac. Ces. Cat. Mtà. / Humil Servitor qual sue man basa. Andrea 

Doria. Archivo General de Simancas, Estado Legaio 1553, fol. 272. 
74  Inscribed variously as SULIMANUS.TUR[CARUM].IMP[ERATOR], and SOLYMAN.IMP.

TUR., see Ulrich Middeldorf, ‘Una proposta per Alfonso Lombardi’, La medaglia d’arte 

10–12 (1970) 25–26; The Sultan’s Portrait, No. 14. For Charles’ medal, see Max Bernhardt, 
Die Bildnismedaillen Karls des Fünften. München, 1919, 82: Pl. 15 (No. 189). This medal is 
dated “c. 1532?” in Raymond B. Waddington, ‘Breaking News: Representing the Islamic 
Other on Renaissance Medals’, The Medal 53 (Autumn 2008) 12–13.

75  Sinan Çavuş [sic], Tarih-i Feth-i Sikloş, Estergon ve İstol(n)i Belgrad, or Süleyman-name. Is-
tanbul, 1987; Bağcı et al., Osmanlı Resim Sanatı, 78–79.
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throughout Italy”, which Aretino had mentioned in his letter.76 The images in 
question were likely earlier engraved portraits of Barbaros that perhaps 
circulated among pro-French factions in Italy. Examples that come to mind are 
two engravings dated 1535, whose inscriptions refer to Barbaros as a king, 
which are signed respectively by the Venetian engravers Lorenzo and Agostino 
Veneziano (de’ Musi) (Fig. 14a-b). Barbaros’s royal pretensions are particularly 
captured by his profĳile portrait with an all’antica Renaissance helmet, bordered 
by a single crown and decorated with a winged lion and a female nude holding 
an Ottoman crescent. Its Italian inscription identifĳies the sitter as “King of 
Algiers, called Barbaros Sultan Hayreddin” (RE DE ALGIERI. / DITTO BARBA.
ROSSA / SOLTAN. CHARADIN). Barbaros did actually possess a royal helmet, 
which is mentioned in a work by Lodovico Dolce, published at Genoa in 1535 in 
praise of Charles V’s North African victory. In it, Barbaros is said to have paraded 
during the siege of Tunis along the streets of the city, followed by his retinue, 
while a slave carried in front of him a helmet as a royal emblem. This is 

76  [I]o desidero vedere una di quelle imagini che à la similitudine de la faccia mia per Italia si 

veggono. Procaccioli (ed.), Lettere Scritte à Pietro Aretino, 9:2, 148: No. 136; Lettere scritte à 

Pietro Aretino, 2:1, 269. Translated in Putnam, The Works of Aretino, 285.

figure 13a-b
[a] Nice; [b] Buda. Matrakçı Nasuh, 
Tarih-i Feth-i Sikloş, Estergon ve İstolni 

Belgrad, ca. 1545, Topkapı Palace 
Museum Library (TSMK), H. 1608, 
fols. 27b–28a; 89b–90a 
photograph: facsimile with 
same title, istanbul, 1987
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reminiscent of Sultan Süleyman’s helmet-crown being paraded before him 
during processions in the 1532 German campaign. Barbaros’s headgear was “a 
helmet worked with pearls and other gems, with notable ingenuity, so that the 
eye never tires of looking at it, for it doubles beauty and pleasure. Another 
carried a mace, and yet another a horse, [who were] also his slaves”. Dolce 
concedes that the 66-year old “Ariadino”, who aged in the seas like Ulysses, had 
with astute ingenity made himself the “King of Tunis and Algiers” (Re di Tunegi 

e d’Algere). The other engraving of a turbaned Barbaros, which comes close to 

Aretino’s description above of the admiral’s portrait circulating in Italy, refers 
to him as the king of Algiers and Tunis, a position he only held briefly in 1534–
1535. Its Latin inscription identifĳies the sitter as “Hayreddin Barbaros King of 
Cirtha (Constantine, in modern Algeria) and Tunis, and Commander of the 
Ottoman Fleet” (ARIADENUS BARBARUSSA CIRTHAE TUNET/IQ[UE] REX 
AC OTOMANICAE CLASSIS PRAEF[ECTUS]). This engraving was published 
together with a recycled smaller version of Sultan Süleyman’s 1532 anonymous 
Venetian woodcut portrait wearing the four-crowned helmet, both of them 
signed by Agostino Veneziano in 1535 (Fig. 14b-c).77 

77  The portrait of Barbaros with a helmet is signed by Lorenzo de’ Musi, known as Lorenzo 
Veneziano, who was probably a relative of Agostino de’ Musi, called Agostino Veneziano; 
Susanne Boorsch and John Spike (eds.), The Illustrated Bartsch. Vol. 31. New York, 1986, 
361. I am grateful to Cristelle Baskins for bringing to my attention Lodovico Dolce’s pam-
phlet titled Stanze di M. Lodovico Dolce Composte nella vittoria Africana novamente havuta 

figure 14a-c [a] Lorenzo de’ Musi, Engraved portrait of Barbaros, 1535 
(photograph: the illustrated bartsch, 31: p. 361); 
[b-c] Agostino Veneziano, Engraved portraits of Barbaros and Süleyman, 1535 
photograph: the illustrated bartsch, 27: pp. 191, 193
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The two Barbaros engravings and that of Süleyman, each dated 1535, were 
produced while Venice was still in good terms with the sultan, prior to the 
Venetian–Ottoman war of 1537–1540, which erupted when Charles V forced 
the previously neutral Signoria to enter the holy league of 1536. At that time, 
diverse pro-French factions in Italy tried to resist the peninsula’s domination 
by the emperor. During the winter of 1535 a secret mission was negotiated by 
Francis I for a Franco-Ottoman alliance that would involve a naval attack by 
Barbaros from Tunis against Genoa and Spanish coasts. The instructions of 
the king of France on 11 February 1535, which address the ambassador he sent 
to Barbaros, refer to the Ottoman grand admiral as “the Lord Hayredddin-Beg-
Pasha, King of Algiers” (le seigneur Haradin-Begii-Baschia, roy d’Arget), who 
rules over the “kingdom and state of Tunis and Algiers” (du royaume et estat de 

Thunis et d’Arget). The same ambassador was to subsequently negotiate with 
Sultan Süleyman and Ibrahim Pasha, who were then engaged in a war against 
the Safavid shah. The ambassador would make a plea for “universal peace” on 
behalf of Francis I, whose instructions list among his allies the pope, the kings 
of England, Scotland, and Portugal, and the Venetian Republic. (Indeed, a 
letter sent from Venice in June 1535 to Francis assured him that Doge Andrea 
Gritti, secretly hoped for the success of the king of France’s enterprise in 
concert with Barbaros against the emperor, being more than ever fearful 
about Habsburg ambitions over Italy.) The instructions of Francis to his 
ambassador add that the king of Spain, Charles V, could join the alliance with 
Sultan Süleyman if he would give up enmity and discord, returning to France 
its occupied territories, and leaving King Szapolyai in peaceful possession of 
the Kingdom of Hungary. Should the king of Spain refuse, the only option left 
would be waging a war against him by these allied potentates, plus others like 
the Danish and Swiss kings, the duke of Guelders, and many German princes. 
Besides asking for a money loan to fĳight against Charles V, who aspired to 
universal monarchy against him and the sultan, Francis requested that the 
sultan’s armada commanded by “Seigneur Haradin” attack the Kingdom of 

dal Sacratissimo Imperatore Carolo Quinto. Se vendeno ala botega de Mestro Giovanne 
Antonio appresso ala Dugana in Genova, 1535, unpaginated: Portava un schiavo inanzi 

adagio per le strade c’hanno a lassar forse di corto, una celata lavorata a perle et altre gioie, 

per ingegno accorto, che all’occhio non mai satio di vederle raddopian la vaghezza & il dipor-

to. Porta un’altro una Mazza, un’altro poi una gianetta, pur dei schiavi suoi. For the tur-
baned portait of Barbaros, see Konrad Oberhuber (ed.), The Illustrated Bartsch. Vol. 27. 

New York, 1978, 191, 193. Cirtha (Cirta), the capital of the Berber Kingdom of Numidia in 
North Africa (modern Algeria), was rebuilt by Emperor Constantine the Great and named 
after him as “Constantina”. I thank Noémi Lévy-Aksu, Cristelle Baskins, and Evridiki Geor-
gantelli for their interpretations of the Latin inscription. 
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Naples via Sicily and Sardinia, thereby forcing the king of Spain to accept the 
aforesaid universal peace. During the summer of that year, in June 1535, 
Charles V trumped the grandiose plans of Francis by conquering Tunis from 
Barbaros, while Süleyman was still away fĳighting the Safavid shah. Judging by 
the boastful Latin titles of the Ottoman grand admiral’s engraved portraits, I 
would propose that these heroic royal images must have been created during 
the winter or spring of 1535, before Barbaros’s humiliating loss of Tunis from 
which he managed to escape with a vast treasure and his closest comrades via 
Constantine to Bona and Algiers.78

A small undated silver medal of Barbaros may have circulated around the 
same time to enhance his reputation in Europe and North Africa (Fig. 15a). 
Produced by the German medallist Ludwig Neufahrer (d. 1563) in Vienna, its 
bilingual inscriptions address both Christian and Muslim audiences. The 

78  Charrière, Négotiations de la France, I. 246–262; see 255–262 for the instructions of Francis 
I (dated 11 February 1534, that is, 1535) to his ambassador M. de la Forêt, who was to nego-
tiate with Barbaros in Tunis and then with Sultan Süleyman and Ibrahim Pasha, esp. 255–
259. On the fears of the doge of Venice, see “Lettre de l’évêque de Lavour à François Ier”, sent 
from Venice on 18 June 1535, ibid., 266–268. On the escape of Barbaros from Tunis via 
Constantine to Bona and from there to Algiers, see the report of Comte d’Anguillara (the 
pro-French Gentile Virginio Orsini who commanded the papal galleys), dated 28 July 1535, 
ibid., 273–275, which plays down the triumphalist accounts of Habsburg propagandists. For 
the explosion of propagandistic texts and imagery produced in celebration of Charles V’s 
Tunis victory, see Sylvie Deswarte-Rosa, ‘L’expédition de Tunis (1535). Images, interpréta-
tions, répercussions culturelles’, in Bartolomé Bennassar and Robert Sauzet (ed.), Chrétiens 

et Musulmans à la Renaissance. Paris, 1998, 75–132.

figure 15a-b
[a] Silver portrait medal of Barbaros, ca. 
1534–1535, Oxford, Ashmolean Museum 
(Photo: Klinger and Raby, ‘Barbarossa 
and Sinan’, p. 58: Fig. 4); [b] Silver portrait 
medal of Sultan Süleyman, Dresden, 
Münzkabinett, Inv.-Nr. 2566. 
photograph: im lichte des 

halbmonds, p. 75: no. 24
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inscription in Latin script, identifying the sitter as “BARBA ROSSA” is followed 
by the artists’ signature “LNE”. I suggest a new reading for the defective Turkish 
inscription in three lines of Arabic script: “Hayreddin Beg Pasha, Sultan of 
Algiers” (KHAYR ED DİN BEGİ PA / ŞA CEZAİR / SULTANI).79 This reading 
closely matches the admiral’s titulature in Francis I’s aforementioned 
instruction letter to his ambassador in February 1535, Haradin-Begii-Baschia, 

roy d’Arget, which refers to his offfĳicial Ottoman titles (bey and paşa), plus his 
self-appointed regal title. Signifĳicantly, the king’s instructions concerning the 
ambassador’s meeting with Sultan Süleyman omit Barbaros’s royal title, only 
referring to him as Sr. Haradin-Begii-Baschia. Nicolas Vatin has noted that 
thereafter French chancellery documents no longer referred to Barbaros as 
king, but rather as Haradin-Begii-Baschia.80 A date ca. 1534–1535 therefore 
seems highly plausible to me for the medal.

A little-known silver portrait medal of Süleyman could also have circulated in 
the Maghrib and Western Mediteranean during this period of Franco-Ottoman 
alliance, marked by intensifĳied naval campaigns. The Latin inscription of the 
uniface medal refers to the sitter as “Süleyman the Turkish Ceasar” (SULEYMAN. 
CAESAR. TURCARUM), while his Arabic title in smaller Latin script reads, “King 
of the Arabs and Turks” (MELECK. ET. ARAb. TURC).81 Though somewhat 
generic, the latter title likely alludes to the multi-ethnic populations of North 

79  “CEZAIR” (pl. islands or Algiers) lacks an alif. Alternatively this word can be read as 
“CEZİRE” (sing. island), which does not correspond to Barbaros’s offfĳicial title: Gover-
nor-general of Islands (Cezair beylerbeyi). My reading parallels Lorenzo Veneziano’s 1535 
engraving, referring to Barbaros as the “King of Algiers”. The tiny medal measures 28mm. 
Neufahrer’s model was perhaps a painted portrait of Barbaros in Giovio’s collection; see 
Klinger and Raby, ‘Barbarossa and Sinan’, 48, where the “malformed Arabic inscription” is 
read as “KHAYR AD DIN NAY / [PA]SHA JAZIRÎ / SULTANÎ” and translated as“‘Haireddin 
/ pasha of the islands / the imperial”. For the reading “KHAIR ED-DIN PASHA JAZAIR 
SULTAN”, see Baldwin’s Auctions 49 (September 2006) No. 1438, where the medal is dated 
ca. 1533. Another specimen with thinner letters is dated to ca. 1535 in the website http://
www.coingallery.de/KarlV/Osma-Z_E.htm. No date is provided in Günther Probszt, Lud-

wig Neufahrer: ein Linzer Medailleur des. 16. Jahrhunderts. Wien, 1960, 86–87: No. 17, Fig. 
16; and Piero Voltolina, La storia di Venezia attraverso le medaglie. Vol. 1. Venezia, 1998, 
404–405: Nos. 356–357. The medal is dated ca. 1565–1546 [sic] and ca. 1540 in Wad-
dington, ‘Breaking News’, 12–13: Fig. 4. 

80  See note 78 above. I thank Nicolas Vatin for bringing to my attention the following essays 
on Barbaros’s titulature: Vatin and Veinstein, ‘Roi, pirate ou esclave?’, esp. 250 and 250: 
note 66; Vatin, ‘Le pouvoir des Barberousse’. Vatin points out that Barbaros reigned as king 
until 1533, when he left Algiers for Istanbul, or 1535 considering his brief conquest of 
Tunis in 1534.

81  The only known specimen of this medal measuring 55mm. is in Dresden: Im Lichte des 

Halbmonds: Das Abenland und der türkische Orient. Dresden, Bonn, Leipzig, 1995, 75: 
No. 24. 
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Africa, whose factionalism plagued Barbaros in his struggle for dominion by 
appealing to Sultan Süleyman’s imperial legitimacy. The medallic and engraved 
portraits of Barbaros resonate with the regal self-image he promoted in 
competition with local North African rulers and tribal chieftains, as well as his 
European interlocutors including Francis I and his Genoese archrival Andrea 
Doria, who was a prince and patron of all’antica Renaissance art. Both grand 
admirals fashioned their royal image in conjunction with that of their suzerains, 
the Ottoman and Spanish emperors respectively.

Epilogue: Süleyman and Sokollu in Szigetvár

Another famous Ottoman offfĳicial known for aggrandizing his own image in 
combination with that of Süleyman was Sokollu Mehmed Pasha. This successor 
of Barbaros as admiral (1546–1550) rose to the vizierate after serving as 
governor-general of Rumelia, and skilfuly directed the Szigetvár campaign as 
the sultan’s last grand vizier (1565–1579). By that time Süleyman was a seventy-
two-year-old ailing man, worn down by family tragedies and no longer hoping 
to conquer Vienna or Rome, but rather preoccupied with his future legacy and 
otherlife. His touching last will, addressed to Crown Prince Selim in his own 
colloquial voice, provides an intimate glimpse into the private thoughts of the 
sultan, just before he marched to his death in Szigetvár (Fig. 16a-b). It is worth 
quoting this document, which I “rediscovered” in the palace archives (see 
Appendix): 

“The last will of the late Sultan Süleyman Khan, the Mercy of God be 
upon him. 
This is the copy (suret) of the imperial last will (vasiyyet-i hümayun) that 
he wrote with his own hand and deposited in the flourishing royal 
treasury when he set out to the Szigetvár campaign on the ninth of the 
month of Şevval in the year 973 [29 April 1566].
The light of my two eyes and my more than life beloved Selim Khan. 
I have made a waqf endowment of these two arm-guards (bazubend) and 
one bejeweled hand-casket (cevheri el sanduğı) to the soul of the 
[Prophet] Muhammad Mustafa, [who is] the Glory of the Two Worlds. 
My last will to you is that you sell these and bring water to Jidda, the 
Cultivated. Fulfĳill your duty as a son by carrying out this last will. All the 
aghas in the palace and all pages of the [Privy] Chamber are witnesses. 
You know my handwriting. This is for the sake of the [Prophet], the Glory 
of the Universe, not mine. Let me see how you fulfĳill it. This world is not 
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everlasting to anyone. It is hoped that you will sell it. May God, the 
Exalted, bless this campaign and facilitate our return willingly, out of 
respect for His Prophet, Peace be upon Him!”82

Süleyman’s testament, afffĳirming his waqf of two objects intimately connected 
with his own body, reminds us of his youth when he fashioned precious 
artifacts as a goldsmith to sell them as personal acts of charity. The testament 
also chimes with his creation in old age of charitable waterworks in Istanbul, 

82  Topkapı Sarayı Müzesi Arşivi (TSMA) E. 750/67 (formerly E. 5888), briefly mentioned in 
Necipoğlu, The Age of Sinan, 160. I am grateful to Pál Fodor who brought to my attention, 
after I submitted this essay for the present volume, the previous publication of the same 
document by Nimet Taşkıran, ‘Kanuni Sultan Süleyman’ın Sosyal Hizmetlere Verdiği 
Öneme Bir Örnek’, Haseki Tıp Bülteni 13:1 (1975) 1–4 (p. 2: photo, pp. 2–3: transcription). 
My reading of the document agrees with Taşkıran’s, with the exception of his following 
rendition: Bu iki bazubend ve bir mücevheri al, sandığı vakf ettim (“Take these two arm-
guards and one jewel, I have endowed the chest”). He interprets the endowed items as two 
arm-guards and one jewel kept in a chest, rather than two arm-guards and one bejeweled 
hand-casket (as I read it).

figure 16a-b Nigari, [a] Portrait of Sultan Süleyman with two Privy Chamber pages, 
ca. 1560–1565 (TSMK, H. 2134, fol. 8); [b] Portrait of Crown Prince Selim drinking 
wine, ca. 1561–1562 (Prince Sadruddin Agha Khan Collection, TM. 5, Toronto, 
Aga Khan Museum)
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Jerusalem, and the Hijaz. The sultan’s last will was fulfĳilled with some delay in 
1573, when his son-and-successor Selim II (1566–1574) sent a decree to Jidda’s 
governor, stating that “my late father Sultan Süleyman Khan had willed 
(vasiyyet) the water flowing in the village of Jidda to be brought to Jidda”. The 
decree orders a cost estimate for creating several cisterns (sarnıç), because a 
land survey previously prepared by the chief architect of Cairo with thirty 
experts revealed the unfeasibility of constructing a water channel from Mecca 
to Jidda.83 Selim informed the governor-general of Egypt about his decision to 
construct cisterns in Jidda and ordered him to also create four masonry wells 
(kuyu) for the soul of his father along the pilgrimage road from Cairo to Mecca 
in 1573.84 It was earlier in the same year that Selim endowed two tax-exempt 
villages near Szigetvár for the preservation and upkeep of the “garden where 
my father, the late ghazi emperor, had pitched his imperial tent”, in order to 
make it flourish and “replace its damaged trees with fruit-bearing trees”.85

In my 2005 book on the age of Sinan, I demonstrated that the memorial 
mausoleum complex in that garden was an imperial foundation jointly 
endowed by Sokollu Mehmed Pasha, the grand vizier of Selim II, who was also 
his son-in-law. Based on Sokollu’s unpublished waqfĳiya dated April 1574 (evahir-i 
Zilhicce 981), before Murad III’s accession in December 1574 (Ramazan 982), 
I showed that the mosque and dervish convent the grand vizier personally 
endowed at the complex in Szigetvár must have been completed close to that 
date. The mausoleum and fortress were probably already in place by then, or at 
least under construction (Fig. 17).86 Selim II’s 1573 decree does not mention the 
mausoleum and fortress perhaps because it mainly concerns the garden. 
I shall revisit here, with additional details, my discovery that has been 
overlooked in subsequent publications.87 The waqfĳiyya describes Sokollu’s 

83  Cited in Necipoğlu, The Age of Sinan, 160, 529: note 89: Başbakanlık Osmanlı Arşivi 
(BOA), Mühimme Defteri (MD) 23, 227/112 (15 Receb 981). 

84  BOA MD 23, 448/212 (28 Şaban 981); MD 23, 565/267 (11 Şevval 981).
85  BOA MD 23, 103/50 (25 Cemaziülevvel 981); transcribed and translated in Nicolas Vatin, 

‘Un türbe sans maître. Note sur la fondation et la destination du türbe de Soliman-le-Mag-
nifĳique à Szigetvár’, Turcica 37 (2005) 26–27.

86  Necipoğlu, The Age of Sinan, 346–347, 543: notes 361–363. Ankara, Vakıflar Genel 
Müdürlüğü (VGM), D. 572, No. 20: 28–29, registered in evahir-i Zilhicce 981. This 
late-19th-century copy, dated Ramadan 1313, is rendered in modern Turkish alphabet in 
VGM, D. 2104, No. 323: 442–478.

87  Studies have not considered the waqfĳiyya. An exception is: Erika Hancz, ‘Osmanlı Kay-
naklarına Göre Kanuni Sultan Süleyman’ın Sigetvar’daki Otağ Yeri, Ölümü ve Türbesi’,  
Mediterrán és Balkán Fórum Special issue 8 (2014) 67 and 67: note 33. Without referring 
to my book, Hancz cites two short passages from Sokollu’s waqfĳiyya, for which she says 
she obtained the help of archivists.
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endowed buildings and their personnel, only obliquely referring to other 
components of the imperial complex not endowed by himself:88 
1.   The fĳirst item reads, “One of these [waqfs] is the Friday mosque outside 

the castle called Szigetvár, constructed on the site where the late Sultan 
Süleyman’s corpse was temporarily deposited (Biri dahi Sigetvar nam 

kalanun haricinde merhum Sultan Süleyman’un cesed-i şerifleri emanet 

konulan mevzide bina olınan camidür)”. 
2.   The second item states that Sokollu, who was fond of dervishes, con-

structed three convents (hankah) in various cities: “One of these dervish 
convents is adjacent to the above-mentioned noble Friday mosque that 
he built in the vicinity of Szigetvár which he endowed to that vigilant 
community [of dervishes] (hankahlardan … biri dahi salifü’l-zikr Sigetvar 

kurbinde bina itdükleri cami-i şerife muttasıl olub ol taife-i uli’l-intibaha 

vakf itdüler).”
3.   A third passage about the mosque’s personnel mentions the already 

existing fortress and mausoleum: “Near Szigetvár, inside the fortress that 
is known as the Fortress of the Mausoleum, he built a noble Friday 
mosque (Sigetvar kurbinde olub Türbe Palankası dimekle iştihar bulan 

palankanın içinde bina itdükleri cami-i şerif )”, to which he appointed one 
Friday preacher, one imam, two Koran reciters, one müezzin, one lamp 
lighter, and a janitor. 

4.   The fourth item concerns the “cells of the convent (zaviyenün hüceratında)” 
for dervishes, to whom Sokollu assigned salaries and endowed many books 
kept at the “convent itself” (zaviyede). A learned shaykh appointed at this 
“convent” (hankah) was to lead the communal rituals of dervishes in 
reciting “prayers and litanies (evrad ve ezkar)” or “praises of God and the 
profession of God’s unity (tesbih ve tehlil)”. This shaykh would simultaneously 
serve Muslim congregations as imam and Friday preacher at the 
“aforementioned Friday mosque near ... the convent (hankah ... civarında 

olan cami-i mezburda).”

88  VGM, D. 572, No. 20, 28fff. In an article published after the submission of my essay, Pál Fodor 
and Norbert Pap interpret the evidence of Sokollu’s waqfĳiyya diffferently than I do, believing 
that the tomb of the sultan was not built during Selim II’s reign but rather under Murad III. 
In my view, the tomb preceded the dependencies listed in Sokollu’s waqfĳiyya as part of his 
own endowment. The tomb, omitted from Sokollu’s waqfĳiyya, was in all likelihood con-
structed as an imperial monument after the sultan’s death by his son and sucessor, Selim II. 
I would like to thank the authors for sending me a copy of their new publication: Pál Fodor 
and Norbert Pap, ‘In Search of the Tomb of Sultan Süleyman in Szigetvár’, Acta Orientalia 

Academiae Scientiarum Hungaricae 71:2 (2018) 179–195.

Gülru Necipoğlu - 9789004396234
Downloaded from Brill.com10/31/2019 04:17:30PM

via Harvard University



the aesthetics of empire 153

To summarize, we learn from Sokollu’s waqfĳiyya that the compound surrounded 
by a fortifĳication was already called “Fortress of the Mausoleum” (Türbe 

Palankası) in April 1574, prior to Murad III’s accession in December that year.89 
According to Evliya Çelebi, the commemorative mausoleum and fortress were 
built by Selim II with income from the ghaza of Cyprus (1570–1571), but their 
exact construction date remains an open question.90 The mosque, adjacent 

89  Hancz, ‘Osmanlı Kaynaklarına Göre’, 67 and 67: note 33, only cites items 1 and 2, quoted 
above and in my The Age of Sinan, 543: note 361. Unaware of items 3 and 4, quoted above 
but not mentioned in my book, she assumes that the waqfĳiyya does not mention the mau-
soleum “for an unknown reason”. Hancz reasonably speculates that the mausoleum must 
have existed before the mosque and was probably built during Selim II’s reign, but observes 
that sources are inconclusive. She mentions, without giving a citation, the report of a spy 
who observed that the mausoleum was still under construction in 1577 and its site was 
where Süleyman’s inner organs were buried: ibid., 65, 67.

90  Evliyâ Çelebi b. Derviş Mehemmed Zıllî, Evliyâ Çelebi Seyahatnâmesi. Vol. 6. Ed. by Seyit 
Ali Kahraman and Yücel Dağlı. İstanbul, 2002, 300–307, esp. 302, 304–306. Evliya claims 
that Süleyman’s inner organs were buried on a hilltop with vineyards, inside the fortress 

figure 17 Pál Esterházy, ground plan of Turbék in Szigetvár, 1664: 1. Sepultura Solymanni 
(Süleyman’s mausoleum), 2. Moscea interior (inner mosque) 3. Moscea exterior 
(outer mosque) 4. Habitatio monachorum turcicorum (residence of Turkish 
monks) 5. Fossa (trench), 6. Milites ex Sziget (barracks of soldiers from Szigetvár); 
National Archives of Hungary, T2 No. 1051 
photograph: ákos stiller. from norbert pap et al.,‘finding the tomb of 
suleiman the magnificent in szigetvár’, figure 8
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convent, and residential dervish cells must have been endowed, like all of 
Sokollu’s waqfs, during Selim II’s reign (1566–1574). However their completion 
seems to have lingered into Murad III’s sultanate, as implied by his decrees 
cited in my book, a delay possibly caused by the 1571 Lepanto disaster. These 
decrees concern the reappointment of fortress guards (1576), and the transfer 
of Mevlana Ali from Sarajevo to serve as “shaykh of the sanctifĳied mausoleum” 
as well as the mosque’s imam and Friday preacher (1577).91 

Notably, the shaykh’s multiple functions parallel those specifĳied in Sokollu’s 
waqfĳiyya for the shaykh of the mosque-madrasa and convent complex he co-
endowed with his royal wife at Kadırgalimanı in Istanbul that lacks a 
mausoleum.92 The mausoleum in Szigetvár was closely connected to the 
convent, described as adjacent (muttasıl: contiguous) to the mosque in 
Sokollu’s waqfĳiyya (item 2 cited above). This is furthermore suggested by Pál 
Esterházy’s detailed 1664 drawing, where the polygonal mausoleum-cum-
convent and the square mosque form a single block, accompanied by separate 
L-shaped residential dervish cells (Fig. 17).93 

I had formerly pointed out that the Szigetvár complex was entrusted to the 
Halveti order of dervishes, which propagated the ghaza ideology in the empire’s 
European territories (Rumelia). The shaykh of the complex, Mevlana Ali, was a 
disciple of the Szigetvár campaign’s Halveti spiritual leader, or “army shaykh” 
(ordu şeyhi), Nureddinzade, for whom Sokollu built the convent at Kadırgalimanı 
(ca. 1574). The latter shaykh is said to have incited Süleyman to undertake this 

later called Türbe Kalası, while his body was “temporarily” (emaneten) buried in his tent 
pitched elsewhere. However, the mausoleum fortress was where Süleyman’s body/corpse 
was temporarily placed according to Sokollu’s waqfĳiyya and a decree of Murad III: Ne-
cipoğlu, The Age of Sinan, 347, 543: note 362; Vatin, ‘Un türbe’, 33–36. These early sources 
do not mention two sites or the sultan’s organs.

91  Necipoğlu, The Age of Sinan, 347, 543: note 362–363. The 1576 decree orders the reduc-
tion of fortress guards from 50 to 25, because previously appointed guards abandoned 
the palanka due to the low pay from the imperial treasury, leaving behind only the der-
vishes (sofĳiler). Hence, the convent was already functioning before 1576, and before the 
1577 appointment of the Bosnian shaykh Mevlana Ali (Ali Dede, d. 1598). 

92  The shaykh of the Kadırgalimanı convent also served as Friday preacher at the mosque: 
Necipoğlu, The Age of Sinan, 333–347, esp. 343–344. 

93  Another passage in the waqfĳiyya (item 4 cited above) more vaguely refers to the mosque 
as “near” (civarında) the convent, while Murad III’s decree quoted in note 97 below refers 
to the mosque as “near” (kurbinde) the mausoleum and convent. This may not be a con-
tradiction: Although “contiguous” structures are by defĳinition “near” one another, struc-
tures “near” each other are not necessarily “contiguous”. Therefore, the use of the more 
specifĳic term “contiguous” (muttasıl) in the waqfĳiyya, along with the evidence of the Es-
terházy drawing is difffĳicult to dismiss. 
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campaign by recounting a dream, where the prophet had charged him to ask 
the sultan why he abandoned the sacred obligation of the jihad.94 

Murad III’s decrees were subsequently published in a thoughtful article by 
Nicholas Vatin who, not having access to Sokollu’s waqfĳiyya, hypothesized that 
the mausoleum complex in Szigetvár was an invention of this sultan’s reign.95 
While the complex may partly have been a political gesture, as Vatin proposed, 
to reinforce Ottoman claims over this conquered frontier region, its 
multidimensional meanings also included commemoration of the sanctifĳied 
site of Süleyman’s death as a legendary ghazi-martyr, and of Sokollu’s own role 
in the fĳinal military victory. I interpret the same decrees as indications that 
stipulations of the grand vizier’s 1574 waqfĳiyya were still being regulated and 
modifĳied in 1576–1577.96 For instance, Sokollu’s masjid became converted to a 
Friday mosque in 1576 with Murad III’s permission, a common practice that 
was probably foreseen from the beginning. Since Friday mosques were legally 
allowed only in towns, unlike masjids, this conversion procedure implies that 
a township began to develop around the venerable complex, as suggested by 
new archaeological discoveries atop the Turbék vineyard hill.97

Nevertheless, the ground-plan of the complex has yet to be confĳirmed by 
further excavations, given that recent fĳinds diverge from Pál Esterházy’s 1664 
drawing (Fig. 17). This drawing reflects the original layout before the destruction 
of the complex that year, except for the mausoleum, and prior to its rebuilding 
when the Ottomans recaptured it (the whole complex was demolished in 1692–
1693 and its materials sold).98 If the drawing is to be trusted, the interconnected 

94  On Nureddinzade, see Necipoğlu, The Age of Sinan, 54, 189, 341–344, 347. As Nureddin-
zade was dying, close to the convent’s completion, he requested Sokollu to appoint in his 
place Kurt Efendi, trained by his own master, Shaykh Bali of Sofĳia.

95  Vatin, ‘Un türbe’, 23. Vatin admits not being able to fĳind the date and builder of the mau-
soleum complex, even though he cites my Sinan book on p. 14: note 22. He dated the 
complex to the fĳirst month of Murad III’s reign when, in his view, the mausoleum was 
erected due to fear of revenge by Miklós Zrínyi’s son.

96  This was also the case with some of Sokollu’s other endowed monuments, such as his 
Azapkapı mosque in Istanbul, and his bedesten-caravansaray complex in Belgrade, both 
of them endowed in 1574 but completed by the late 1570s; see Necipoğlu, The Age of Si-

nan, 362–368; Andrej Andrejević , ‘Sokollu Mehmet Pasha’s Contribution to the Building 
of the City of Belgrade’, in 8th International Congress of Turkish Art. Vol. 3. Ankara, 1983, 
1627–1636.

97  Previously unknown to me, the 1576 decree on the conversion of the masjid, already built 
“near” (kurbinde) the mausoleum (türbe) and convent (zaviye), is published in Vatin, ‘Un 
türbe’, 29–30. On legal requirements for constructing Friday mosques and converting 
masjids, see Necipoğlu, The Age of Sinan. 

98  Norbert Pap et al., ‘Finding the Tomb of Suleiman the Magnifĳicent in Szigetvár, Hungary: 
Historical, Geophysical and Archeological Investigations’, Die Erde 146:4 (2015) 289–303.
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mosque-convent-mausoleum block must have been reminiscent of other 
sanctifĳied funerary complexes with contiguous components that Sinan built in 
Istanbul. A fĳitting example is the convent-masjid (mescid-tevhidhane) on a 
hilltop near Beşiktaş, later converted to a convent-mosque (cami-tevhidhane), 
intercommunicating with an adjacent domed mausoleum which Selim II 
commissioned from Sinan for the deceased Sufĳi shaykh Yahya Efendi (d. 1571). 
This venerated shaykh was no other than the aforementioned milk-brother of 
Süleyman.99

In conclusion, Sokollu’s personal endowments in Szigetvár were not only a 
permanent reminder of his ingenious concealment of Süleyman’s corpse 

The Turbék hillsite is most probably the location of the mausoleum complex, but the two 
excavated quadrangular buildings are separate from each another, and their layouts do 
not correspond to the Esterházy plan, where the mausoleum-cum-convent is polygonal 
and adjacent to the square mosque. 

99  Şahin, ‘Yahyâ Efendi, Beşiktaşlı’, 243–244; M. Baha Tanman, ‘Yahyâ Efendi Külliyesi’, Tür-

kiye Diyanet Vakfı İslâm Ansiklopedisi. Vol. 43. İstanbul, 2013, 246–249. See also the com-
plex of Şemsi Ahmed Pasha in Üsküdar (1580–1581), who claimed descent from a 
companion of the prophet. It comprises a mosque intercommunicating with the found-
er’s mausoleum, and a separate L-shaped madrasa: Necipoğlu, The Age of Sinan, 492–498.

figure 18a-b
[a] Süleymaniye mosque and 
funerary garden with domed burial 
tent: Sinan oversees the construction 
of Süleyman’s mausoleum as the 
funeral cortège parades in the 
foreground. Seyyid Lokman, 
Zafarnama, 1579. Dublin, Chester 
Beatty Library, T. 413, fols. 115v–116r; 
[b] Anonymous Austrian Habsburg 
artist, Süleymaniye mosque and 
funerary garden with mausoleums of 
Sultan Süleyman and his wife 
Hürrem Sultan, ca. 1590. Vienna, 
Österreichische Nationalbibliothek, 
Cod. 8626
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before the fĳinal victory, but also of his sincere devotion to the martyred sultan 
of the ghazis, whose revered body was transported under his own supervision 
to Istanbul.100 It was ceremonially buried there a second time under an imperial 
tent at another enclosed garden, next to the mausoleum of his beloved wife. 
The tent was replaced by a domed mausoleum (1566–1568) Selim II comissioned 
from Sinan (Fig. 18a-b). The symbolic mausoleum complex at Szigetvár, in turn, 
became a multilayered lieu de mémoire or site of memory that consecrated the 
locus of Süleyman’s death and architecturally monumentalized the victory 
masterminded by Sokollu in the name of his dead master. The agency of 
Sokollu, not so far emphasized or even recognized in the literature, is therefore 
essential for interpreting this monument. 

With the retrospective formulation of an idealized Süleymanic “Golden 
Age” through illustrated history manuscripts produced by Sokollu’s protégés, 
remembrance of the aesthetic cosmopolitanism of the young sultan’s court 
faded away into amnesia.101 The autobiography of the chief architect Sinan 
also contributed to the posthumous glorifĳication and mythifĳication of his 
foremost patron, Süleyman, for whom he built a magnifĳicent mausoleum 
(Fig. 19).102 Modeled on the Dome of the Rock in Jerusalem, which the sultan 

100  Sokollu’s waqfĳiyya stipulates daily prayers at his Lüleburgaz mosque for Sultan Süley-
man’s soul: Necipoğlu, The Age of Sinan, 348, 351. 

101  Cemal Kafadar, ‘The Myth of the Golden Age: Ottoman Historical Consciousness in the 
Post Süleymanic Era’, in Halil İnalcık and Cemal Kafadar (eds.), Süleymân the Second and 

His Time. Istanbul, 1993, 37–48. 
102  Gülru Necipoğlu, ‘Sources, Themes, and Cultural Implications of Sinan’s Autobiogra-

phies’, preface in Sinan’s Autobiographies: Five Sixteenth-Century Texts. Translation and 
critical edition by Howard Crane and Esra Akın, edited by Gülru Necipoğlu. Leiden, Bos-
ton, 2006.

figure 19 Istanbul, Interior of Sultan Süleyman’s mausoleum, built by Sinan 1566–1568
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had renovated, the unique mausoleum was Sinan’s architectural tribute to the 
“Second Solomon”.103 With its allusion to the Solomonic shrine in Jerusalem, 
marking the site of the last judgment, this was a befĳitting fĳinal resting place 
for the messianic “emperor of the Last Age”. 

103  Necipoğlu, ‘The Dome of the Rock as Palimpsest’. On the mausoleum, see also Gülru Ne-
cipoğlu, ‘Connectivity, Mobility and “Portable Archaeology”: Pashas from the Dalmatian 
Hinterland as Cultural Mediators,’ in Alina Payne (ed.), Dalmatia and the Mediterranean. 

Portable Archaeology and the Poetics of Influence. Leiden, Boston, 2014, 313–381, esp. 
350–351.
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appendix

Sultan Süleyman’s Last Will

Topkapı Sarayı Müzesı Arşivi, E 750/67 [formerly E 5888]
Vasiyyetnâme-i merhûm Sultân Süleymân Hân ʿaleyhi’r-rahme

Sene-i 973
mâh-ı Şevvâlinüñ tokuzında Sigetvâr seferine ʿazîmet buyurduklarında hazîne-i 
maʿmûrede dest-i hattıyla kodukları vasiyyetnâme-i hümâyûnuñ sûretidür.
Benüm cândân sevgülü iki gözüm nûrı Selîm Hânum, bu iki bâzûbendi ve bir 
cevherî el sanduğı vakf eylemişimdür. İki cihân fahri Muhammed Mustafâ’nun 
rûhına sana vasiyyet iderem. Bunları satub Cidde-i maʿmûreye su getürdesiz, 
oğullık idüb bu vasiyyeti yirine getüresiz. Cümle ağalar kim sarâydadur ve cümle 
oda oğlânları şâhiddür. Sen benüm yazum bilürsün. Bu esbâb fahr-ı ʿâlemüñdür, 
benüm degildür. Göreyin nice yirine korsız, dünyâ kimseye pâyidâr degüldür. 
Ümiddür ki bahâsıyla satasız. Hakk-ı Teʿâlâ bu seferi mübârek idüb gönül 
hoşlığıyla gelmek müyesser ide, Habîbi hürmetine ʿaleyhi’s-selâm.
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