The martyred sultan: Tuman Bay II in André
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Abstract The last ruler of the Mamluk dynasty, Tuman Bay II, was executed in 1517 by order of the Ottoman sultan Selim I.
Although Tuman Bay’s rule lasted only a year, his biography attracted the interest of numerous European scholars. He appeared in
sixteenth-century biographical encyclopaedias, most notably those of Paolo Giovio and André Thevet. Where Giovio’s portrait of
Tuman Bay showed the sultan dressed in an outfit appropriate to his status, including an elaborate turban, the image in Thevet’s Les
vrats pourtraits (1584) is more unusual. Thevet’s illustration shows the sultan bound in ropes, bare-headed and looking upward in a
beseeching manner that invites comparison with European representations of Christian martyrs. This article examines visual sources
and primary texts (European and Arabic) for the representation of Tuman Bay in Les vrais pourtraits and in other works published by
Thevet. It concentrates on the period of the sultan’s captivity and execution, suggesting ways in which Thevet might have encountered

popular reconstructions of these events in Egypt or Turkey.
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Introduction
The rising power of the Ottoman Turks was a major factor in the
growth of representations, textual and visual, of Muslims in six-
teenth-century Europe. Scholars produced historical surveys of
dynasties and individual Islamic rulers, while more dramatic, but
less historically accurate, depictions of Islamic rulers were penned
by playwrights." The popular interest in Muslims was also catered
for in the creation of single-leaf woodcuts ranging from relatively
neutral portraits and costume studies to emotive compositions,
such as Erhard Schon’s (d. 1542) Ravages of the Turks (1532).”

Another means by which members of the literate elite of six-
teenth-century Europe could find information about the Islamic
world was through biographical dictionaries. Chief among them
was the Elogia virorum bellica virtute illustrium by the scholar and bishop
Paolo Giovio (d. 1552). The first illustrated edition of the text was
published in Basel in 1575 and contained woodcuts by Tobias
Stimmer (d. 1584) made after the original paintings in Giovio’s
collection.® The book included a significant number of biographi-
cal accounts of Muslims, including all the sultans of the Ottoman
dynasty,* the Ayyubid sultan Salah al-Din (Saladin, r. 1171—93), the
Central Asian conqueror Timur (Tamerlane, r. 1370-1405), and
the Mamluk sultans, Qa’it Bay (r. 1468—96), Qansawh al-Ghawri
(r. 1501-16), and Tuman Bay II (r. 1516-17).5

Another prominent biographical encyclopaedia to exhibit an
interest in non-European themes is André Thevet’s Les vrats pourtraits
et vies des hommes lustrés Grecz, Latins et Payens, recueillez de leurs tableaux,
livres, médailles antiques et modernes (Paris: 1. Kervert et Guillaume
Chaudiére, 1584).° Thevet (1516-9o) was a Franciscan father who
served as chaplain to Catherine de’ Medici and later as court
historian and cosmographer in Paris. He is best known today for
the account he published in 1557 of his journey to Brazil, La
stngularitez de la France antarctique.” ITn many respects Les vrais pourtrails
lacks the scholarly credentials of the FElogia; for example, Thevet
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freely plagiarized both Giovio and Fulvio Orsini (d. 1600).”
Allowing for these limitations, Thevet’s biographical work is still
striking for its geographical scope. Relying upon personal experi-
ence, Thevet includes entries on indigenous pre-Columbian rulers
of the Americas.” He is also known to have travelled around the
eastern Mediterranean, including Greece, Istanbul, Syro-Palestine,
and Egypt."” His treatment of the Islamic world largely follows
Giovio’s Elogia,”" but with the addition of the Arab polymath
Avicenna (Ibn Sina, d. 1037), the Sharif of Fez and Morocco, and
Sehzade Mustafa, eldest son of Siilleyman I who was executed at the
sultan’s order in 1553.

There are elements of originality in Les vrass pourtraits. One such
novelty is the representation of the last Mamluk sultan, Tuman Bay
I1."™ Engraved on a copper plate by an unknown artist,”® Tuman
Bay is depicted as a middle-aged, bearded man with his head tilted
upward and eyes raised to the sky. Significantly, the sultan’s balding
head is left uncovered, and his hands and arms are bound with
ropes (figure 1). This article examines these unusual features, sug-
gesting reasons why this portrait diverges from the common modes
employed during the sixteenth and seventeenth centuries for the
representation of Muslim rulers, particularly the sultans of the
Mamluk and Ottoman dynasties. I argue that the image should
also be understood in the context of the European reaction to the
expansion of the Ottoman empire during the sixteenth century.
Tuman Bay’s capture and execution were, therefore, potent remin-
ders of the potential consequences of resisting Turkish military
power. The last Mamluk sultan’s fate was, however, represented
in Les vrais pourtraits in a more positive light through the complex
iconography of Christian martyrdom.

Mamluks in European art and the representation
of Tuman Bay

Although images of Turks are more prevalent in the visual arts
of the late fifteenth and sixteenth centuries, there exist
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Figure 1. Portrait of Sultan Tuman Bay II, in André Thevet, Les vrais
pourtraits et vies des hommes illustrés (Paris: 1. Kervert et Guillaume
Chaudiere, 1584), f. 639". Cambridge University Library, U.7.11.
Courtesy: Syndics of Cambridge University Library.

numerous representations of inhabitants of the Mamluk sulta-
nate, from sultans and high officials to soldiers and common
people.™ Erhard Reuwich’s (fl. 1480s) woodcut illustrations in
Bernard von Breydenbach’s (d. 1497) Peregrinatio in terram sanctam
include images of different socio-political and religious com-
munities in the Middle East. Reuwich had accompanied the
author von Breydenbach on his travels. First published in
Mainz in 1486, the book was reprinted numerous times in
subsequent decades. Evidence of its impact on the visual arts
can be found in Vittore Carpaccio’s (d. 1525 or 1526) Triumph of
St George in the Scuola S. Giorgio degli Schiavoni in Venice
(¢.1502-08), where adapted versions appear of the Dome of the
Rock and the tower of the Church of the Holy Sepulchre from
Reuwich’s panorama of Jerusalem.™
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Venice was the conduit through which many European
artists formed their image of the Mamluk elite and of other
inhabitants of the Mamluk sultanate. Albrecht Diirer’s (d. 1528)
second visit to Venice ¢.1505-06 led him to incorporate dis-
tinctive Mamluk turbans—identifiable by the complex folding
of the material—on characters in his series known as the Small
Woodcut Passion (¢.1509-11). Formerly, Diirer had employed the
Turkish turban (formed from material wound around a conical
cap known as a ) to lend his New Testament scenes an
appropriately Oriental tone.'® Tt is not known what sources
Diirer had employed in his shift to the Mamluk turban, though
there are somewhat later Venetian paintings that include
Mamluk headgear. The best known of these is the anonymous
work entitled Reception of the Venetian Ambassadors (dated 1511)."7 Tt
is now believed that this work depicts the presentation in
Damascus in 1508 of the proconsul Pietro Zen (d. 1539) to
the governor (na'ib al-saltana) of Syria.

Most pertinent in the present context is the representation of
headgear worn by Mamluk soldiers and officials. The former
group wear either the tall fur hat known as tagiyya or the red
bonnet (zam{), while the status of the different officials in the scene
is indicated by the shapes of their turbans. The governor wears the
six-horned turban (figure 2) known as al-takhfifa al-kabira, though a
more popular name was al-na tira, meaning ‘the waterwheel’. The
Egyptian chronicler Muhammad b. Ahmad ibn Iyas (d. ¢.1522)
notes that, in 1496, the right to wear this elaborate head covering
was extended to ‘amirs of one thousand’ (amir mz’ a mugaddam alf).
Formerly only the sultan had been permitted to wear it.

Other Venetian artists, such as Giovanni Mansueti (d. 1527),
included the na‘@ra in their paintings as a means to connote
Oriental authority."® By contrast, the illustration in Giovio’s
1575 edition of the Elogia of the penultimate Mamluk sultan,
Qansawh al-Ghawri (r. 1501-16), has two forward-facing ‘horns’
on the upper part of the turban (figure 3). The top of the turban
is cropped from the woodcut of Tuman Bay (figure 4) making it
difficult to be sure about the overall shape. Nevertheless, the tall
profile and the knotting of the lower section make clear that a
distinction is being made between the Mamluk style and the
Ottoman arrangement of material wound around a . The
woodcuts of last two Mamluk sultans in the Elogia were the visual
sources employed by the several later European historians; simi-
lar images appear in Jean-Jacques Boissard’s (d. 1602) Vitae et
wcones sultanorum Turcicorum (Frankfurt, 1596) (figures 5 and 6) and
Richard Knolles’s (d. 1610) Generall Historie of the Turkes (London,
1603)." The closest correlate in the Elogia for the ‘waterwheel’
form seen in the Reception is the portrait of Saladin (figure 7).*
The visual source for Giovio’s image of the founder of the
Ayyubid dynasty was apparently obtained from Donado da
Lezze (d. 1526), a Venetian based in Cyprus.”*

Identified as “Tomombet, dernier soldan d’Egypte’, Thevet’s
depiction of Tuman Bay is quite unlike that in Giovio’s Elogia
and the later portraits in the works of Boissard and Knolles.
Without the explanatory title there would be little in this image
to signal that the subject was from the Middle East. The
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Figure 2. The Reception of the Venetian Ambassadors, detail showing the gover-
nor’s turban, Venice, ¢.1511. Musée du Louvre, Paris. Drawing: Marcus
Milwright.

patterned brocade of his closely fitted jacket is somewhat similar
to extant Mamluk silks, and comparable textiles may also be
seen covering Oriental figures in paintings by Garpaccio and
others.*” Tuman Bay’s outfit can hardly be described as distinc-
tively Mamluk, however; the same vocabulary of patterned
brocades existed in contemporary Europe and the Palacologan
phase of the Byzantine empire.”® What would have functioned
much more effectively as a token of his status as a Mamluk sultan
was, of course, the na'i@ra, or another form of the takhfifa kabira.

Figure 3. Portrait of Sultan Qansawh al-Ghawri, in Paolo Giovio, Elogia virorum
bellica virtute tllustrium (Basel: Peter Perna, 1575), p. 222. Cambridge University
Library, O.7.16-1. Courtesy: Syndics of Cambridge University Library.

Figure 4. Portrait of Sultan Tumanbay II, in Paolo Giovio, Elogia virorum bellica
virtute illustrium (Basel: Peter Perna, 1575), p. 225. Cambridge University Library,
0O.7.16-1. Courtesy: Syndics of Cambridge University Library.
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Figure 5. Portrait of Sultan Qansawh al-Ghawri, in Jean-Jacques Boissard,
Vitae et icones sultanorum Turcicorum (Paris: Theodor de Bry, 1596). Cambridge
University Library. Courtesy: Syndics of Cambridge University Library.

Accounts of the capture and execution of Tuman Bay (see
below) give no indication that he was stripped of his turban
prior to being hanged, and it is worth reflecting upon the
potential significance of this omission from Thevet’s image.
The importance of this visual theme is reinforced by the fact
that the woodcut image of the sultan being led to his execution in
his Cosmographie universelle (1575) is also bareheaded (figure 8).**
A popular hadith, variously ascribed to the Prophet
Muhammad and to the caliphs ‘Umar ibn al-Khattab (r.
634—44) and ‘Ali ibn Abi Talib (r. 656—61), reads: ‘the turban
[al-‘am@ im] is the crown of the Arabs’.* This saying encapsu-
lates the status of the turban as a Muslim garment, as well as
implying its potent political symbolism within Islamic society. A
brief survey of European representations of Turkish and
Mamluk sultans reveals that the symbolic roles performed by
the turban were relatively well understood. The turban worn
by a sultan was equated with the crown of a European
Christian monarch in the sense that it was recognized as an
attribute of kingship. This visual linking of the turban and the
crown is seen vividly in the painted portrait and the medal of
Mehmed II Fatih (r. 144446, 1451-81) produced by the
Venetian artist Gentile Bellini (d. 1507). The medal produced
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Figure 6. Portrait of Sultan Tumanbay 11, in Jean-Jacques Boissard, Vitae et
icones sultanorum Turcicorum (Paris: Theodor de Bry, 1596). Cambridge
University Library. Courtesy: Syndics of Cambridge University Library.

by the same artist has the portrait on the obverse and three
crowns on the reverse (figure g).%° The visual evidence suggests
that some of the Ottoman sultans sought to employ the sym-
bolism of the crown in diplomatic exchanges; Siilleyman I even
commissioned an elaborate jewelled hat from Venice combin-
ing elements of European imperial crowns and papal tiara.*’
At a more prosaic level the turban was an essential compo-
nent of the public appearance of a Muslim man, and the lack
of a proper headcovering was, at least, indecorous and, at
most, compromised his masculinity. The fact that Tuman
Bay is bound in ropes only adds to the sense in which he is
reduced as both ruler and man. Thevet explores this latter
theme in an image of Atabalipa (i.e. Atahualpa, d. 1533), the
last sovereign emperor (Sapa Inca) of the Incas, prior to the
Spanish conquest (figure 10).2® In this case the ruler is bound in
chains, though he retains his ceremonial headgear. An intri-
guing, though less likely, line of interpretation relates to the
removal of the turban as a sign of conversion to Christianity.
This is suggested by Carpaccio’s painting of St George Baptising
in the Scuola S. Giorgio degli Schiavoni (¢.1502—08) where
those accepting baptism have set their turbans aside on the
ground and kneel bareheaded before the saint (figure 11).*



Figure 7. Portrait of Saladin (Salah al-Din), in Paclo Giovio, Elogia virorum bellica
virtute tllustrium (Basel: Theodor de Bry, 1575), p. 29. Cambridge University
Library, O.7.16-1. Courtesy: Syndics of Cambridge University Library.

A somewhat different reading of the image is suggested by a
combination of the binding of Tuman Bay’s arms and aspects of
his pose; to a sixteenth-century European viewer familiar with
the conventions of Catholic religious art, the depiction of the
Mamluk sultan must have looked like that of a martyrdom.3°
Tuman Bay’s upward gaze is commonly adopted by Christian
martyrs in paintings and prints, including commonly repre-
sented saints such as Agatha, Stephen, George and
Sebastian.3" The last of these is additionally relevant in that St
Sebastian is normally shown bound to a tree or column, though
usually his hands are either behind his back or above his head.
Early paintings of this popular theme include those of Andrea
Mantegna (1456-59, 1480 and 1490), Piero del Pollaiuolo
(c.1475), and Antonello da Messina (1477-79).>* The martyrdom
of St Sebastian remained a popular image for painters and
printmakers through the sixteenth and seventeenth centuries,
and it is not implausible that aspects of the iconography of this
scene informed the production of Thevet’s image of Tuman
Bay. The tilt of the head and the upward gaze are encountered
in images of the saint, including the panel produced by the
Umbrian Master of the Greenville Tondo ¢.1500-10 (figure 12).

More direct parallels for the bound hands and arms of the
Tuman Bay image can, however, be found in representations
of the Passion of Christ. Sixteenth-century versions of Fece
Homo (from John g:15) commonly show Christ with his hands
tied in front of him, whether he is seen within a larger urban

Figure 8. Sultan Tumanbay being led to his execution, in André Thevet, Cosmographie universelle (Paris: Guillaume Chaudiere, 1575), I: f. 7%, Cambridge
University Library, Rel.bb.57.1. Courtesy: Syndics of Cambridge University Library.
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Figure 9. Obverse and reverse of a bronze medal made for Mehmed II
Fatih by Gentile Bellini, 1479. British Museum, London, Department of
Coins and Medals, 1883.3.1.

setting or in closer focus, usually half-length. Numerous
painted examples exist prior to the publication of Les vrais
pourtraits in 1584, though none offers close comparison to the
image of Tuman Bay.?® In most cases, however, the gaze of
Christ is directed at the viewer or toward the ground, while the
hands are slanted downwards. A woodcut, dated 1511, by Hans
Baldung Grien (figure 13) offers a different pose, the upturned
head of Christ having been derived from a chalk drawing by
Diirer.3* The Man of Sorrows is a closely related, even synon-
ymous theme, the emphasis in this case being upon the
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Figure 10. Portrait of Atabalipa, in André Thevet, Les vrais pourtrails et vies
des hommes illustrés (Paris: I. Kervert et Guillaume Chaudiére, 1584), f. 641"

Courtesy: Syndics of Cambridge University Library.

depiction of the tortured body, usually with the instruments
of the Passion.%

While these lines of interpretation may seem a little far-
fetched at first sight, it is worth noting that one of the engravers
employed by Thevet adopts these conventions in his depiction
of the influential Christian apologist Justin, martyred by
beheading in 165 CE (figure 14).36 Among the visual similarities
with the Mamluk sultan are the upward gaze, the furrowed
brow, and the arrangement of the fingers of the right hand.
Furthermore, one can detect a note of sympathy, even pathos,
in Thevet’s image of the Mamluk sultan (qualities that are
much less apparent in the treatment of Atabalipa in the same
publication). Some explanation for this sympathetic quality
may be sought in the last days of Tuman Bay, and, more
importantly, in the ways those events were recast in the textual
traditions of Egypt and Europe during the sixteenth century.

Tuman Bay in fact and fiction

Al-Malik al-Ashraf Abu al-Nasr min Qansawh al-Nasiri
Tuman Bay (c.1474/75-1517) enjoyed a relatively distinguished
career before his brief tenure as sultan of the Mamluk state.%”
Much of his biography can be reconstructed from the chronicle
written by the Cairene scholar Ibn Iyas. Nephew of the penul-
timate sultan, al-Qansawh al-Ghawri (r. 1501-16), Tuman Bay
was bought by his uncle and presented to sultan Qa’it Bay, in



Figure 11. Vittore Carpaccio, St George Baptising, Scuola S. Giorgio degli Schiavoni, Venice, ¢.1502-08. 285 X 141 cm. Credit: Alfredo Dagli Orti / The Art Archive at Art
Resource, NY.

Figure 12. St Sebastian, Master of the Greenville Tondo, Umbria, ¢.1500-10.
75.9 X 52.7 cm. Gift of the Samuel H. Kress Foundation to the New Jersey State Figure 13. Hans Baldung Grien, Ecce Homo, 1511. Woodcut. 12.8 X 8.6 cm.
Museum; transferred to the Princeton University Art Museum, 1995-330. Harris Brisbane Dick Fund, 26.106.1. Courtesy: Metropolitan Museum.
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whose court he served as a mamluk. Manumitted during the
sultanate of Qa’it Bay’s son, al-Nasir Muhammad (r. 1496—98),
Tuman Bay began to hold high offices of state during the rule of
Qansawh al-Ghawri.3® His military and administrative abilities
were recognized with his appointment as supervisor of the
annual pilgrimage to the Holy cities of Mecca and Medina
(amir al-h@y) in 1511, and regent of the sultan in his absence
(n@’ib al-ghayba), first in 1514, and again in 1516 when sultan al-
Ghawri led the Mamluk army to Syria to face the forces of the
Ottoman sultan Selim I (r. 1512—20). The battle at Marj Dabiq
on 25 Rajab 922/24 August 1516 was a catastrophic defeat for
the Mamluks; al-Ghawri was killed, his forces were scattered and
soon all Syria was annexed by the Ottoman sultan. The way was
opened for the Turkish forces to march on Egypt. It was in these
perilous circumstances that a delegation of the most powerful
amirs proposed that Tuman Bay assume the sultanate. Tuman
Bay initially refused this offer, only relenting when he had
received a signed pledge of loyalty from the amirs.

Ibn Iyas provides a generally positive commentary on the
Mamluk sultan’s attempts to organize his forces, as well as to
repeal some of the unjust legislation established by his pre-
decessor, al-Ghawri. That said, the author does include one
telling episode in which Tuman Bay was apparently reduced
to a state of terror after reading a threatening communiqué
from the Ottoman sultan. David Ayalon proposed that the
defeats suffered at the hands of the Ottoman army of Selim
could be attributed to a failure of the Mamluk sultanate to
adopt firearms. This influential hypothesis has been ques-
tioned by Robert Irwin, who points to extensive evidence
for the enthusiastic experimentation with firearms by al-
Ghawri.® Tuman Bay, too, appears to have embraced these
new technologies, and it is perhaps his overreliance upon
static lines of cannon rather than a fixation with the tradi-
tional Mamluk values of furasiyya (literally, horsemanship,
though it can be understood more broadly as chivalry) that
accounts for his inability to combat the advancing Ottoman
army. The first defeat of his forces occurred on 29 Dhu al-
Hijja 922/22 January 1517 at Raydaniyya, north-east of Cairo,
and Tuman Bay fled the battlefield. On the Friday after the
battle the sermon (khutba) was pronounced in the name of
Selim in the mosques of Cairo.

Withdrawing to Bahnasa Tuman Bay wrote offering to
govern Egypt as a vassal of the Ottoman sultan (an offer that
Selim had already made prior to the battle of Raydaniyya).
Tuman Bay’s request was favourably received, but reconcilia-
tion between the two men was thwarted by the opposition of
the Royal Mamluks and the subsequent slaughter of the
Ottoman delegation sent to Tuman Bay’s camp. The final
battle between the two took place at Giza on 10 Rabi‘ g23/2
April 1517. Tuman Bay escaped and sought refuge with a
bedouin ally, Hasan al-Mur‘i, but was betrayed to the
Ottomans. Wearing the ‘robes like those of an Arab of al-
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Hawwara’,** Tuman Bay was placed in captivity in the

Ottoman camp at Inbaba. Although Selim appears to have
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favoured sending him into exile in Mecca, the Ottoman sultan
eventually decided that a public execution would quash the
rumours circulating in Egypt that Tuman Bay remained at
large. Still dressed as a bedouin, the defeated Mamluk sultan
was brought in irons (fi’/-fadid) on horseback to Bab Zuwayla,
the southern gate of Cairo (figure 15). Displaying the noble
bearing that impressed both Turkish and Egyptian observers,
he asked the assembled crowds to recite the opening sura of the
Qur’an (fatiha) for him three times. This done, he was hanged,
his body being left for three days before being taken for burial
in the madrasa (religious school) of sultan Qansawh al-Ghawri.*'
The captivity and execution of Tuman Bay elicited different
reactions in Egypt. Displaying their customary irreverence for
figures of authority, performers of shadow plays incorporated
the death of the last Mamluk sultan into their repertoire. These
performances were even seen by Selim himself, who took a
troupe back with him to Istanbul.#* Sadly, neither the puppets
nor the text survive, though some extant puppets do show
chained captives (figure 16). It is possible that a painting of
the hanging of Tuman Bay records the denouement of a
shadow play.®® The painting itself is unattributed, but the
populist style can probably be associated with the so-called
‘Bazaar painters’ of the seventeenth century (figure 17).**

Figure 14. Justin Martyr, in André Thevet, Les vrais pourtraits et vies des hommes
illustrés (Paris: 1. Kervert et Guillaume Chaudiére, 1584), f. 7". Cambridge
University Library, U.7.11. Courtesy: Syndics of Cambridge University Library.



Figure 15. Bab Zuwayla, Cairo, 1091-92 and later. Photo: Jonathan Bloom.

While there is no reason to question Ibn Iyas’s overall pre-
sentation of the events, his own status as a member of a family
of awlad al-nas (i.e., freeborn sons of Mamluks) naturally led
him to mourn the passing of the political system of which he
was a part.® It is sultan al-Ghawri, and not Tuman Bay, whom
Ibn Iyas blames for the weakening of the political, social, and
economiic state of the sultanate. He also notes the barbarity of
the invaders, including the execution of many prominent
Mamluks following the capture of Cairo. The case of amir
Sudun Dawadari provides an interesting comparison with the
fate of Tuman Bay. Apprehended by a bedouin and presented
to the Turkish forces, the amir was dressed with a blue turban
(the headcovering imposed upon Christians by the Mamluk
authorities) and then paraded on a donkey. Already suffering
from a broken leg the amir died on his steed. His severed head
was later displayed in the Ottoman camp.*

Ibn Iyas’s version of the fall of the Mamluk sultanate did not,
however, enjoy the greatest prominence in the Middle East in
the decades and centuries after the execution of Tuman Bay.
The most influential account is given by Ahmad b. ‘Ali ibn

Figure 16. Leather shadow puppets depicting chained captives, Egypt,
fourteenth—seventeenth centuries. Discovered in Manzala, Egypt, by Paul
Kahle. Courtesy: Linden Museum, Stuttgart, 84677.

Zunbul (d. after 1574). Few biographical details exist, though he
was probably born ¢.1500 in the Nile Delta town of Mahalla. It
is possible he was an eye-witness to sultan Selim’s entry into
Cairo. Ibn Zunbul spent part of his career as the dream
interpreter for the Ottoman governor of Egypt, Mahmud
Pasha (d. 1567), and was author of treatises on geomancy and
cosmology.*’ He refers to his historical work, composed in
¢.1553, as the Ritab al-infisal dawlat al-awan wa ittisal dawlat Bant
‘Uthman (‘The Departure of the Temporal Dynasty and the
Coming of the Ottomans’), though it is often called Wag:'at al-
sultan al-Ghawrt ma‘a Salim al-*Uthman (‘Encounter of Sultan al-
Ghawri with Selim the Ottoman’).*® The popularity of the
Infisal is indicated by the large number of surviving manu-
scripts, including Turkish translations of the original Arabic.
Located between the Mamluk historical tradition, of which Ibn
Iyas was the last exponent, and the popular epics like Swat
‘Antar and Strat al-Zahir Baybars, Ibn Zunbul’s recounting of
the transition from Mamluk to Ottoman rule has been
dubbed by Irwin the first example in Arabic of the genre of
historical romance.
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Figure 17. Execution of Tumanbay outside Bab Zuwayla, Cairo, in 1517.
Unknown source, seventeenth century (?). Drawing after a digital image:
Marcus Milwright.

Irwin gives some general observations about the tone and
content of the Infisal.* First, internal features of the text such as
the frequent recapitulations of previous events and the elaborate
dialogues between characters indicate that the Infisal was designed
to be performed, presumably by the professional storytellers who
were a common feature of Cairo and other cities during the
Mamluk and Ottoman periods. Second, Ibn Zunbul secks to
reshape historical events so as to facilitate the narrative flow.
Extraneous elements are excised, with the battle scenes sometimes
reduced to single combat between the key players in the story.
The explicit subject of the text is the struggle between the
Mamluks, the embodiment of the principles of furasiyya, and the
Ottomans, adherents of the new technology of firearms, but Irwin
suggests that the underlying theme is the role of fate in deciding
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the lifespan of people and dynasties. For this reason, dreams,
prophecy, magic, and fortune-telling are ubiquitous elements in
the narrative.

Third, the principal players are drawn in extreme terms. Ibn
Zunbul characterizes Tuman Bay as paragon of virtue and
bravery. He is both a military man and a sufi. The Mamluk
sultan is instructed about his fate by dreams, and even takes
time to write a poem (qasida) before a battle. Selim, on the
other hand, is gifted with knowledge of the occult, including
the ability to read men’s souls through their physical appear-
ance (firasa). Unlike the earlier chronicler Ibn Iyas, Ibn Zunbul
stresses the legitimacy of the Ottoman campaign against the
Mamluks as well as the personal piety of the Turkish sultan.
The enduring success of Ibn Zunbul’s vision of Mamluk heroes
and villains is demonstrated by an account given by the
Turkish traveller Evliya Celebi (d. 1682). He observes that
Circassian beys passing the burial place of Tuman Bay in the
madrasa of sultan al-Ghawri would bow their heads in respect.”
By contrast, the beys would turn their heads away from the
tomb of the quisling amir, Khayrbay. Legends concerning
Tuman Bay and the activities of his widow remain in circula-
tion until the present day in the neighbourhood of Bab
Zuwayla, the place of the sultan’s ‘martyrdom’.>'

Lastly, the Infisal played an important role in Ottoman Egypt in
the formation of a collective memory about the history of the
Mamluk sultanate. Dignitaries in Cairo appear to have assembled
their image of the Mamluk period not from sober annalistic
chronicles by the likes of Ibn Taghri Birdi (d. 1470) but from the
dramatic reconstructions of Ibn Zunbul and ahistorical folktales
such as Sirat al-Zahir Baybars>® Jane Hathaway argues that the
reliance upon the Infisal also served important socio-political pur-
poses. In particular, this text, and others purporting to give the
genealogies of prominent Circassian beys in Egypt, aided in the
process of forming group identities, perpetuating factional rivalries
and indoctrinating raw recruits (often drawn from many regions
and ethnicities) into the political structures of this major Ottoman
province.”

Literary context

Thevet addressed the question of the capture and execution of
Tuman Bay in two works prior to the publication of Les vrais
pourtrazts. His first brief comments appear in Cosmographie de
Levant (1554); he simply notes the mistreatment of an unnamed
sultan of Egypt by Selim.5* Coming in the aftermath of his own
visit to the Mediterranean and Middle East between 1549 and
1552, it is surprising that the event did not capture his imagina-
tion at this time. The first volume of Cosmographie universelle
(1575) contains a more extensive description, as well as a wood-
cut illustration (figure 8).% Following an account of the last
battle between the Mamluks and the Ottomans, and the death
of Yunus Pasha, Thevet relates that the Turks went in pursuit
of Tuman Bay. Captured after hiding in some reeds (roseaux),
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Figure 18. Sultan Bayezid I held in a cage, in Philip Lonicer, Chronicon Turcicorum (Frankfurt: Feyeraband, 1578), . 12". Courtesy: Bodleian Library, Oxford,
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the Mamluk sultan and ‘three hundred or more of the bravest
captains of his army’ were taken back to the city of Cairo. This
event was evidently ‘of great regret to the people of Egypt and
Arabia’. Thevet continues:

The next day, and for three consecutive days, they asked him
[Tuman Bay], in order for him to confess where the treasures
were; that which he never wanted to confess. And this is why
Selim was asked to drive him on an old camel (that Arabs call
semel) around the whole city of Cairo, tied up and gagged [garotié],
with his turban on a spear and his scimitar carried by a Turk, up
in the air. At his front and back walked on foot six of his most
favoured captains, tied up in the same manner, just as you can see
them on the picture presented here. So faced with the fear of
death, this poor king [r9y] Tomambey passed six days in an
upright position, with his hands tied behind his back, to be
mocked by all, dressed in a green robe, worn out and torn,
exposed to everyone’s ridicule, and to become shamed and dis-
graced in the eyes of the people of Egypt. When these six days had
gone by, as he had withstood the suffering, he found himself ready
outside the doors of Babe-Nansré [Bab al-Nasr|, having around as
witnesses a hundred thousand men. Looking at the confusion and
disorder of the people, this fortunate [foruné]>® king was driven to
the house of a butcher, at the orders of a Pasha, and right on the
spot where the cattle are killed and skinned, he was made to climb
down from the camel and strangled [estranglé] on the thirteenth
day of April, the year 1517. This is the respect that the Turkish
emperors, when victors, show to kings and princes, their enemies,
and that is what little I could find from Mamluks and Arabs, of the
times and tragedy of this great warrior, who resided in Egypt. It is
since then that the Turk has become king of the kingdoms of
Egypt, Syria, Palestine, Phoenicia, Judaea, and numerous other
provinces subject to his majesty.””

As might be expected, Thevet’s recounting of the capture and
exccution of Tuman Bay diverges in many ways from the
description of these events in the chronicle of Ibn Iyas.
Thevet’s narrative also includes a new theme: the questioning
of Tuman Bay regarding the whereabouts of the treasures of
his predecessor, Qansawh al-Ghawri®® For Thevet, it is
Tuman Bay’s unwillingness to divulge this information that
prompts the Turkish sultan to order his public humiliation
and execution. Thevet must have instructed his artist to illus-
trate the dramatic moment of Tuman Bay and his six favourite
captains being led through the streets of Cairo. The turbans in
the image suggest a passing familiarity with Turkish headgear,
but the same cannot be said about the other details. The
architectural backdrop appears largely invented, and the musi-
cal instruments being played at the head of the procession are
of European design. The Mamluk sultan and his captains are
shown barecheaded to indicate their reduced status. What is
unclear, however, is why they all sport long hair tied in a
topknot. This same hairstyle is occasionally employed in
European images of Turks.>

Much of Thevet’s colourful account is, in fact, drawn from
the writings of Giovio. Chapters XVII and XVIII of Giovio’s
Historiarum sui temporis (Florence, 1550—52) appear to have been
Thevet’s main source for the end of the Mamluk sultanate (he
perhaps consulted the French translation published by
Guillaume Rouillé in Lyon in 1552). Giovio also included
excerpts from the relevant sections of the Historiarum in his
entry on Tuman Bay in Elogia virorum bellica virtute illustrium.”
Giovio’s discussion of the rise and rule of the Turks enjoyed a
wide readership in Europe, in both its original form and
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translations. These include the abridged A4 shorte Treatise vpon the
Turkes Chronicles, translated by Peter Ashton, and published in
London in 1546. The brief relation of the death of Tuman Bay
distils the theme of heroism in the face of unyielding destiny
(the variant spellings are left as they appear in the original text):

Selimus not verye longe after that he myght take from the people
theyr heade, and all hope and occasion, wherby they myght
rebelle, commanded Tomoinbeyus to be sette on a moyle, and
lead through the citie of Alcayre with an halter abowte his necke,
and after thys to be hanged, the eleventh daye of Apryll, besyde
the gate of Bassuella [Bab Zuwayla], everye man bewayling thys
woful and cruell syghte, and 1ustlye cursynge unryghteouse for-
tune, whyche of late called up Tomombeyus for hys singuler
vertue and wisdome, to beare great rewle, and so sone after
brought hym doune to the mooste myserye and wretchednesse,
that ever anye kynge or prince, at anye tyme sustayned.”’

Two features are worth emphasizing in this passage: first, the
qualities of virtue and wisdom supposedly possessed by Tuman
Bay; and second, that despite these qualities he was still reduced
to a state of misery and wretchedness. Tuman Bay is not the only
Muslim ruler whose fall from power fascinated European writers
of the fifteenth and sixteenth centuries; for example, the fate of
the Ottoman sultan Bayezid I Yildirim (d. 1403) is discussed in
numerous historical treatises. Although Bayezid is not portrayed
in European writing as a virtuous and tragic hero, he too is seen
as a victim of fate, being on one day a powerful monarch and the
next a helpless captive (figure 18).° In the cases of both men, the
wheel of fortune had turned, stripping them of both political
power and material wealth.%

Thevet returned to the capture and death of Tuman Bay in
Les vrais pourtraits. The last part of the entry devoted to the
Mamluk sultan reads as follows:

So leaving aside the errors of [Nicholas] Nicolay® I return to
the poor and miserable Tomombey, who, was thought to be
hiding in a small cave (?) [grottesque], but that did him no good,
however, as he could not escape being captured, to the great
regret of the whole people of Egypt and Arabia, along with
three hundred of the bravest and oldest captains of his army.
Most of them put up a defence, seeing what was to happen to
them, wishing better to lose their lives [in battle] than die
being ridiculed. The others were made to follow Tomombey
to the city of Cairo. The next day, and for three consecutive
days, Selim, forgetting all royal clemency and just humanity,
that one could reasonably extend in front of the eyes of his
cruel heart, acted inhumanely against him, in order that he
might confess where the treasures were that he had inherited
from Campson [Qansawh al-Ghawri], [and] for three times
he asked the question. But he [Tuman Bay] did not ever want
to confess anything. Selim wanted to see him, interrogate
him, and talk to him, [but] he stayed in his room closed
and constant [in his refusal to confess], just as he had always
been. After having been made disgracefully to get on his
camel, he had his throat cut [esgorgé] on the spot where people
kill and skin the cattle and sheep on the thirteenth day of
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April, the year 1517, being sixty-five years old. He was
not publicly hanged [pendu], as some have been allowed
to write, among others Paul Iove [Paolo Giovio] and
Munster [Sebastian Miinster].%

Thevet’s treatment of this episode in Les vrais pourtraits differs
from that in Cosmographie universelle in both content and emphasis.
Gone are details of Tuman Bay’s green robe and his six days
strapped onto the saddle of a camel, and Thevet also changes the
means of the sultan’s execution. While the accompanying illus-
tration in Les vrais pourtraits makes no obvious reference to the
interaction between Selim and Tuman Bay, Thevet evidently
decided to provide the reader with a simpler, more psychologi-
cally engaging image than the one in Cosmographie universelle. The
drama of the street scene, the camel, the sultan’s turban and
scimitar, the Mamluk captains, and the crowd of onlookers are
excised. Notably, he no longer wears the tattered robe and is
kitted out in a jacket befitting a sultan.

Ibn Zunbul’s narrative offers an extensive treatment of the
capture and subsequent execution of sultan Tuman Bay. It is
beyond the scope of this article to deal with these episodes in
detail, though it is worth noting the way in which the author
employs reported speech as a means to animate the text. This
includes speeches placed into the mouth of the sultan himself,
during battles and other scenes of dramatic tension.’® Ibn Zunbul
chooses, however, to eliminate the sultan’s personal voice from
the final stage, his execution at Bab Zuwayla. In this part of the
narrative, the events are recounted by others. The last part of the
preceding section creates the tone, emphasizing the wretched
condition of Tuman Bay and the Mamluk elite:

And there was one from the Rimi [Turkish] army who called
out to the Egyptian man and said to him “This man on the
mule, is he the sultan Tuman Bay or another man?’ Then the
Egyptian said, ‘it is him’.

And it was an ill-omened day for the people of the Mamluks
[ahl al-mamlikiyya], and on [this day] many widows and
orphans were created.”

The next section is entitled “The Resistance (sulb)™ of Sultan
Tuman Bay at Bab Zuwayla’. The following is a translation of
the opening paragraphs:

The narrator [al-rawiya]® said: Then they arrived at Bab
Zuwayla and they presented him with the slack rope [al-habl
markhiyya, i.e., the rope that had not yet been used] and
quickly dismounted him from the [female] mule. They did
not allow any further delay. After that they stopped and then
moved in a line to the tomb [literally, ‘dome’; qubba] of Sultan
Qansawh al-Ghawri. The ¢adr [judge], Asil al-Tawil washed
him and dressed him in the clothes sent to him by Sultan
Selim, [made] from the finest Mosuli fabrics. He prayed also
with the gadr, made his will, and used the fountain of the
aforementioned tomb.

And sultan Selim donated three sacks [z, pl. @kyas] of silver
[coins] for the giving of alms to them [the crowd].



The narrator said: he [Selim] was present at the prayers said
for sultan Tuman Bay, and after that the sacks were divided
with a portion of it [the silver coins] for the people. Other
shares were counted, and three gifts of handfuls of silver were
made, and ¢gadi Asali was given also something like that. And
the portion given to the people was from other than these
shares.

The narrator said: then came the time ordered by sultan
Selim in which sultan Tuman Bay with courage was brought
before the Amir Sharbak al-A‘ur (‘the one eyed’). And he
ordered the breaking of his [the sultan’s] neck, and then they
cut off his head.”

The account continues by noting the reduced state of Tuman
Bay’s family and servants (ghulam). The body was taken to the
Madrasa of Baybars for washing and the recitation of prayers,
before being buried nearby. Ibn Zunbul describes these events

as ‘the last act of the Circassian era’.”"

Conclusions

While sultan Tuman Bay II’s brief rule is little more than a
footnote in the history of the Middle East, he enjoyed a remark-
able afterlife in both Europe and the Ottoman empire.”” His
image appears and his deeds are recounted in prominent
European biographical encyclopaedias and histories.”? The
European engagement with Tuman Bay is certainly of lesser
importance than the extensive literary and visual production
that was generated about Timur (Tamerlane) and Ottoman
sultans such as Bayezid I, Mehmed II and Siilleyman during
their lives and in later decades and centuries.”*

The comparison between Tuman Bay and Bayezid is instruc-
tive for it illuminates European attitudes towards the themes of
capture and debasement.” Stories concerning Bayezid’s treat-
ment by Timur start to appear in the late 1420s or early 1430s.”°
The full elaboration of this narrative—replete with degrading
details such as the feeding of the sultan beneath the table and
his employment as Timur’s footstool when the latter mounted his
horse—occurred during the second half of the fifteenth and the
sixteenth centuries. Thus, one can correlate the growth of a
literary legend, and of its visual and dramatic counterparts, with
the military successes and imperial expansion of the Ottoman
sultanate.”” The humiliations inflicted upon Bayezid provided
some comfort to embattled Europeans, and were given an ethical
basis in the claims that they were divine retribution for his past
sins, including the mistreatment of Christians. Timur himself
assumes the role of a scourge of God (flagellum Dei).’® By contrast,
Tuman Bay was the victim of Ottoman expansionism, and
receives more sympathetic treatment in European sources.

In the case of the engraved image made for Thevet’s Les vrais
pourtraits, there is a distinct sense of pathos in the pose and
expression of the helpless sultan. As noted above, the upturned
eyes, opened mouth, and perhaps also arrangement of his
hands seem to draw on the vocabulary of Christian martyr-
dom. It is clear from the accompanying text that the author
maintains an admiration for the sultan’s fortitude and dignity

during his captivity.”? Tt is intriguing in this respect that a
similar point could be made about Ibn Zunbul’s depiction of
Tuman Bay’s last days.

One can imagine a scenario in which the well-travelled
Thevet would have learned something about Tuman Bay’s
doomed resistance to Ottoman power. The texts of the shadow
plays on the subject are lost, though Ibn Zunbul’s narrative
probably gives some clues about their dramatic content and
characterization.®* In common with Ibn Zunbul, Thevet’s tex-
tual and visual representations concentrate on the human
dimensions of the events rather than the wider political impli-
cations. In both Cosmographie universelle and Les vrais pourtraits the
French author invites his readers to empathize with Tuman
Bay as he faces his impending execution.

This last point perhaps gives some clues as to why Thevet
would have chosen to depict Tuman Bay in a manner so
strikingly different from the portraits of Mamluk and
Ottoman sultans in the publications of European scholars
such as Giovio and Boissard. As noted in the introduction,
Les vrais pourtraits extends beyond the political and military
spheres to encompass scholars, among them the martyr St
Justin (figure 14)."" Emotive paintings and prints of martyrdoms
were ubiquitous in sixteenth-century Europe. This visual pro-
duction was matched by a wealth of martyrologies, written by
Catholic and Protestant scholars, and often giving graphic
accounts of the deaths of saints. For example, David
Freedberg observes that the visceral paintings of suffering saints
made in Antwerp in the later 1580s are matched by the tone of
broadly contemporary Counter-Reformation writings on mar-
tyrdom. Notably, Johannes Garetius, in his De Sanctorum
Invocatione Liber (1570), quotes Gregory of Nyssa (d. 394) about
the value of picturing the virtuous actions of the saint, their
sufferings and ‘the savage acts of the tyrants’.”

While Thevet’s image of the suffering Tuman Bay, a victim
of Turkish ‘tyranny’, can be seen, in part, to be a product of
this highly charged environment, the decision to show a
Muslim ruler in this distinctly Christian guise is probably
made more comprehensible when one considers the rather
fluid nature, at a popular level, of the concept of martyrdom
in late medieval and early modern Europe. Pertinent in the
present context is that the status of martyr could extend even to
those who had been condemned to public execution for their
crimes. The most important component of this public spectacle
was the way in which the person faced his or her impending
execution. Acts of repentance, pleas for absolution, prayers and
spontaneous singing of hymns could evoke deep feelings of pity
from onlookers, while the sufferings caused by extended execu-
tion methods, such as breaking on the wheel, could be likened
to the pain experienced by true martyrs.”® If such qualities
could be found in the last moments of those who had com-
mitted heinous crimes, is it possible that this sense of ‘compas-
sionate immersion in the sufferings of the prisoner® could
have extended to the noble way in which death was apparently
faced by Tuman Bay? Such a reading is encouraged by
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Giovio’s and Thevet’s accounts of the Mamluk sultan’s execu-
tion, and finds powerful visual expression in the portrait con-
tained in Les vrais pourtraits.
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