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Notes

1. No. X 2439, 101.5 X 59.5 cm, scroll on silk. The most recent publication is by M. L. Pchelina see an exhibition catalogue Lost
Empire on the Silk Road, c¢d. M. Piotrovsky (Milan, 1993), No. 46. See also her article in the same catalogue “The Chinese style paintings
from Khara-Khoto” (p. 91). M. L. Pchelina dates the icon to the Southern Song period (1127—1279). In her opinion, the iconography of
Guanyin is eclectic, combining the features of Shuiyue — “Moon in Water”, of the “Guanyin with a willow branch™ and the “White-
robed” Guanyin. The functions of the Bodhisattva, as defined by M. L. Pchelina, are those of Yinlu pusa — “*Showing the Way™. She also
suggests that the principle deity here is Guanyin who is invoked to ensure a rebirth in the Pure Land of Buddha Amitabha.

2. The scene represented here is unique. However, it is worth to take notice of the representations of Bodhisattva Guanyin on other
Tangut paintings where familiar historical and literary personages act as donators. These are icons and paintings with Guanyin where on
the left of the deity appears the famous Tang monk Hsiian-tsang who in the seventh century made a pilgrimage to India. In the twelfth—
thirteenth centuries in the huaben and shohua stories, created under the impression of his Xiyu ji (“Records of the Voyage to the West™),
there appear episodes representing Hsiian-tsang and his companion, monkey Sun Ukung, see Duan Wenjie, Dunhuang shiku ishu lunwen
Ji (Gansu, 1994), p. 445: reproduction — in Shi Jinpo, Bai Bin, Wu Fengyun, Xi Xia wenwu (Beijing, 1988), Pl. 34. Hsiian-tsang is shown
dressed as a monk, with his head clean-shaven. The representation of Sun Ukung lcaves no doubt that he was an ape. This last one is sig-
nificant, because in the Khara-Khoto collection there is an icon representing the same Bodhisattva and two donators offering red peonies
(accession number 2438, see also Lost Empire, No. 47, p. 93). In 1993 Pchelina came to the same conclusion as Prof. Duan Wenjie.
though the icon from the Hermitage shows not a monk with an ape, but an official with an attendant, the last one in no way looking like
an ape, rather like someone from the lands of the Southern Seas. His appearance is exotic from the Tangut point of view — his skin is
dark, his hair — blond. He wears shoes and a scarf. In my opinion, there is no way to tell definitely who the two companions represented
in the icon could be. These are probably some real persons in some way helped by the Bodhisattva.

3. E. I. Kychanov, Ocherki istorii Tangutskogo gosudarstva (Essays on the history of the Tangut State) (Moscow, 1968).
p. 132. See also Shi Jinpo. Xi Xia wen hua (Ch’angch’un, 1987); Ruth Dunnel, The Xi Xia. The Cambridge History of China
(Cambridge, 1994). vi.

4. Shuiyue Guanyin is represented in icons from A. Stein's collection, see R. Whitfield. The Art of Central Asia: the Stein Collection
in the British Museum (Tokyo. 1982—1985), ii. PL. 19, 52; from the collection of P. Pelliot, see Serinde — Terre de Buddha (Paris. 1996).
PL. 211, 268, pp. 279, 372. All are dated to the tenth century. In cave 237 in Dunhuang, in those of its parts which were painted after the
Tangut conquest, i. e. after the 1030s, there are also two paintings representing Shuiyue Guanyin, see Shi Jinpo, Bai Bin, Wu Fengyun,
op. cit., P1. 32. They are present in the Yulin caves of the Tangut time, see ibid., P1. 33, 34. In Khara-Khoto there are three paintings de-
picting Shuiyue Guanyin.

5. Zhang Yanyuan. Lidai minghua ji (Shanghai, 1963). pp. 204, 67.

6. Duan Wenjie. op. cit.. p. 242. In the lexicon of the poet Bo Jui the word “Moon™ occurs quite frequently. In his poem “In the
Pavilion to the West of the Pond™ we read: “The Golden Moon drowned in the autumn pond™.

7. Serinde, p.280: Chun-fang Yu, “Guanyin. The Chinese transformation of Avalokite§vara™, The Latter Days of the Law.
cd. Marsha Weidner (Spencer Museum of Art, 1994), pp. 156—7.

8. The suggestion about the possibility of a Taoist interpretation of the Moon and Water was also made by S. J. Claude Larre in
“L’esprit Taoiste des Peintures Bouddiques Chinoises”, Mahayanist Art after A.D. 900. Colloquies on Art and Archacology in Asia, 2
(London, 1977), p. 85.

9. Serinde, P1. 268, p. 372.

10. Chun-fang Yu, op. cit.. p. 156. Chun-fang Yu, who read this sitra, notes that it contains passages from the “Dharani of Great
Compassion™ and does not present an independent work. It does not explain the iconography of the “*Moon-Water™ Guanyin. Sec also
Chun-fang Yu. “Images of Kuan-yin in Chinesc folk literature™, Chinese Studies, 8/1 (1979).

1. L. N. Men'shikov, Knizhnaia graviura v kitaiskikh izdaniiakh iz Khara-Khoto (Book-Engravings in the Chinese Editions from
Khara-Khoto), forthcoming. I am grateful to L. N. Menshikov for his kind permission to use his unpublished work. The engravings be-
long to the Manuscript fund of the St. Pctersburg Branch of the Institute of Oriental Studies: 1) TK 117 — the engraving is preceding the
text of Gao wang Guanshiyin jin, though, according to L. N. Menshikov, it does not illustrate the sitra “On the High King Guanshiyin™,
it illustrates a foreword to the siitra in this edition, which is missing in Tripitaka. The foreword tells how one man escaped from being
executed by reading the sitra one thousand times. The engraving shows a man with a sword broken into many pieces. The scholar dates
the edition to the second half of the twelfth century; 2) TK 90 — according to Menshikov, it dates from 1189. The engraving illustrates
the same siitra. Scenes arc showing escape from different perils and misfortunes. Though the composition of the two engravings and the
attributes of Bodhisattva are similar to those of the Khara-Khoto icons, there is no prominent circular aura characteristic of Shuiyue
Guanyin around the figure of the main personage. Therefore, 1 cannot say if the engravings represent a popular composition — Bodhisat-
tva on the Potalaka mountain — or it is Shuiyuc Guanyin. In the catalogue Serinde — Terre de Buddha, P1. 211, p. 280, Guanyin without
any prominent “moon-aura” is defined as “Moon-Water” Guanyin.

12. Two banners from the British Museum are published by R. Whitfield. op. cit., PL. 9, 10. The third one belongs to Musée Guimet,
see Serinde, Pl. 251.

13. Lost Empire on the Silk Road, p. 91.

14. Serinde, PI. 251.

15. Ibid.. p. 336.

16. Ibid., Pl. 241, p. 320; sce also A. Grinwedel, Altbuddhistischhe Kultstdtten in Chinesisch Turkestan (Berlin, 1912), p. 304,
fig. 617. From the description of the wall-painting in the cave it is evident that it represented Bodhisattva Ksitigarbha (Chinese Dizang). a
tree with a ladder against it on the left and birds being let free. The tree and the ladder — a link between the earth and the sky — perform
the same function as the banner on our icon. Birds (hawks) among the Kithans and Turks were symbolising human souls. Though we
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know that the notion of “soul” is missing in the Buddhist teaching, primitive belicfs and folk traditions were penetrating into Buddhism
and were accepted by it.

17. The archetype of Avalokitesvara in Hinduism is Siva, the god of creation and destruction, of life and death.

18. Shijing, Izbrannye pesni (Selected Songs), trans. by A. A. Shtukin (Moscow, 1957), p. 113; D. Bodde, Festivals in Classical
China. New Year and Other Annual Observances during Han Dynasty. (206 B.C.—220 A.D.) (Princeton, 1975), p. 274. In the medieval
Korean novel “Three Prophecies for Lady Sondok™ it is told how the Tang emperor sent to the widowed and childless Queen of Silla a
picture representing red. white and purple peonies. The flowers produced no scent — a hint on the loneliness of the Queen. “If a woman is
really beautifull. men are roaming around: if a flower is full of odour, bees and butterflies hurry towards it”. The symbolism of the colours
is clear: red — the colour of life, white — the colour of death and mourning, purple — the colour of widowhood, see Koreiskie predaniia
i legendy (Korean Lore and Legends), trans. by A. F. Trotsevich (Moscow, 1980), p. 114. I am grateful to Prof. Trotsevich for her refer-
ring me to this subject.

19. No. X 2435. Lost Empire. Pl. 49. The inscription is the following: Baishi tao hua. Xinfu Gao shi yin jiang xiang (“Lady Bai is of-
fering the peach-blossom. The bride Lady Gao is burning the incense™). On this inscription see also K. B. Kepping, “The official name of
the Tangut empire as reflected in the native Tangut texts”, Manuscripta Orientalia, 1/3 (1995), p. 27. Kepping is connecting the names of
Bai and Gao with the official name of the Tangut State (Bai — “white”, the female principle, Gao — “high™, the male one). The interpre-
tation of the name Gao seems to be somewhat complicated.

20. No. X 2438. Lost Empire. Pl. 47, see also note 2.

21. Chun-fang Yu. op. cit.. p. 154; Ding Fubao, Foxiue daci dian (Beijing, 1984), p. 1206.

22. The neighbours of the Tanguts, the Kithans, had a special ritual of shooting at a willow tree accompanicd by prayers for rain. The
emperor himself was shooting twice, the highest officials — once, see Ye Lungli, Istoriia gosudarstva kidanei (History of the Kithan
State) (Moscow. 1979), p. 529.

23. R. A Stein. Tibetan Civilization (London, 1972), p. 206.

24. [zmenennyi i zanovo utver=hdénnvi kodeks deviza tsarstvovaniia Nebesnoe Protsvetanie (1149—1169) (The Revised and Newly
Endorsed Codex of the T ien-sheng Era. 1149—1169). Text, translation from Tangut, investigation and comments by E. 1. Kychanov
(Moscow. 1988). i. p. 362.

25. K. F. Samosiuk. “Portrety tangutskikh imperatorov™ (“Portraits of Tangut emperors™), Abstracts of Papers in Memory of Acade-
mician B. B. Piotrovsky (St. Petersburg. 1994); Lost Empire, p. 83—6.

26. This suggestion was made by T. V. Grek.

27. The harp belongs to the type originating from Iran widespread along the Silk Road. This type is represented beginning from the
middle of the sixth century. it is of no significance for dating our icon. The following two things should be, however. taken into account:
1) the flute-harp duat. and 2) the bent handle of the harp attached to its side. Such kind of handles are not registered by Bo Lawergren, see
“The spread of harps between the near and the Far East during the first millennium A.D.: evidence of Buddhist musical culture on the Silk
Road™. Silk Road Art and Archaeology, 1V (Kamakura, 1994/95), fig. 3F, 4C, F.

28. Some of the engravings were described by A. P. Terentyev-Katansky in his book Material'naia kul'tura Si Sia (Material Culture
of Xi Xia) (Moscow. 1993), pp. 89—91. Fig. 8 is reproducing one of them. The Kithan origin of the hair-style is beyond doubt, see An
Zhiming. “To the problem of the cthnic attribution of the ancient Chzhalainor burial grounds”, Inner Mongolia, No. 5 (Wenwu, 1964).
p. 42; Tamura Yusuzo and Kobayashi Tukio. Tombs and Mural Paintings in Ch'ing Ring Liao Imperial Mausoleums (Tokyo. 1952—
1953). ii, etc.

29. A. P. Terentyev-Katansky also comes to the conclusion that this fashion was not lasting, see his op. cit., p. 90.

30. Zhonggo meishu quanshu (Beijing, 1988), xiii, P1. 34, 38.

31. I 'am indebted for this example to M. G. Kramarovsky.

32. [zmenennyi i zanovo utverzhdennyi, i. p. 436, article 329; iv (Moscow, 1989), p. 177, article 1362.

33.S. A Pletneva, “Pechenegi™ (“The Petchenegs”), Materialy i issledovaniia po arkheologii SSSR, No. 62 (1958). p. 197;
G. A. Fedorov-Davydov. Kochevniki Vostochnoi Evropy pod vlast'iu zolotoordynskikh khanov (Nomads of Eastern Europe under the Rule
of the Golden Hord Khans) (Moscow, 1966), p. 35.

34. E. 1. Kychanov, Ocherki istorii, p. 74.

35. Xi Xia ji shi benmo, composed by Zhang Jian (Guangxi, 1875—1908), cited after Kychanov, ibid., p. 74. The Tanguts evidently
had different funcral rites. The one mentioned above is similar to the Tibetan and Mongolian, when the corpse was left in the steppe.

36. Stein, op. cit., p. 223.

37. Also in Central Asian and the Far Eastern mythology. In one medieval Korcan novel the first ruler of the Karak state descended
from Heaven on a rope of dark violet colour. sce Korelskie predaniia i legendy, p. 54.

38. Stein. op. cit.. p. 203.

39.S. P. Nesterov, Kon' v kul'takh tiurkoiazychnykh plemén Tsentral'noi Azii v épokhu srednevekov'ia (Horse in the Cults of the
Turkic-Speaking Tribes of Central Asia in the Medieval Period) (Novosibirsk, 1990), p. 59. More remote associations are connected with
the pair of horses in the icon representing two deitics of the Turkic panthcon — “the god of roads on a skew-bald horse™ and “the god of
roads on a black horse™. According to S.G. Klyashtorny, see his “Mifologicheskic siuzhety v drevnetiurkskikh pamiatnikakh™
("Mythological subjects in Old Turkic monuments”), Tiurkologicheskii sbornik. 1977 (Moscow, 1981). p. 196, onc of them gives a man
~god's blessing — soul™. the other is “restoring and arranging” the State. Both are the messengers of Tengri, the supreme god of the Old
Turks. They are always travelling. connecting the upper and the lower world.

40. J. P. Roux. La mort chez les peuples altaiques anciens et médiévaux d'apres les documents écrits (Paris, 1963), p. 169, cited after
I. Tryjarski, Zwyczaje pogrzebowe ludéw tureckich na tle ich wierzen (Warszawa, 1991), pp. 172, 233.

41. Nckliudov. op. cit.. pp. 187—8.

42. On the role played by Buddhism in the making of the State, sce Ruth W. Dunnell, The Great State of White and High. Buddhism
and State Formation in Eleventh-Century Xia (Honolulu, 1996).
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43. Nekliudov, op. cit., p. 187.

44. A. G. Maliavkin. Uigurskie gosudarstva v IX—XII vv. (Uighur States in the Ninth—Elceventh Centuries) (Novosibirsk, 1983).
pp. 57—8.

45. K. B. Kepping. op. cit.

46. Nekliudov. op. cit., p. 199.

Illustrations

Plate 1. Bodhisattva Guanyin (No. X 2439), silk, 101.5 X 59.5 cm, the State Hermitage Museum.

Plate 2. Guanyin's attendant Shancai-tungzi (Skr. Sudhana), a detail.

Plate 3. Two horses standing by the open grave, two musicians and two dancers performing funcral rites,
the scene in the lower part of the icon, a detail.

Plate 4. The righteous man, attended by a boy, on his way to the Pure Land of Amitabha, a detail.

Fig. 1. Guanyin protecting from “the eight evils™. An illustration, on folios 1—4. to the Guanshiyuin-
tsing (Avalokitesvara-siitra). Chinese xylograph TK-90 from Khara-Khoto, engraved in
A.D. 1189. from the collection of the St. Petersburg Branch of the Institute of Oricntal Studics.
Russian Academy of Sciences, 44.0 X 23.0 cm .



Reza T. Ahmadi

SYMBOLISM IN PERSIAN RUGS

It is a common mistake to assume that Oriental rugs can be
identified by their designs or symbols alone. While it is true
that certain symbols are closely associated with specific lo-
calities or weaving groups, it would take an exceptionally
confident person to identify a rug without confirming their
opinion by carefully checking the weave, materials, and
dyes. This is especially true today, due to a substantial
number of high-quality Persian copies coming onto the
market from India, Pakistan, and the Balkan countries. This
article attempts to discuss the most common design ele-
ments and symbols used in Persian rugs, their meanings,
and the region of the origin. This discussion of themes and
symbols will hopefully serve as an aid in the identification
of Persian rugs.

The symbols and designs of the rug do give informa-
tion about its weaver. What was she/he wishing to say
through the selection of symbols and design? Were they
selected purely for aesthetic reasons or were they influ-
enced by factors in his/her personal life, culture, or relig-
ion? Or, perhaps, the weaver was trying to connect
to the past by using symbols that hold ancient, traditional
meanings.

Over the years many different design elements and
motifs have been used in Persian rugs. Some have had spe-
cial symbolic significance attributed to them. The mystique
of Persian rugs owes a lot to the tales and fables that have
been built up around the different design elements. Even
though designs, motifs, and colors have little or no particu-
lar significance today. there are traditional interpretations
associated with them. According to early historians [1], the
tribes from whom the Saljiiqs were descended used heraldic
devices derived from zoomorphic and totemic motifs, as
well as the ramgha (brand mark) employed by each tribe to
identify their flocks.

Religious and political turmoils have had significant
influences on the design and symbols of the Persian rugs.
Symbols with a deep religious meaning for one group or
sect may have a completely different meaning for another.
A human or animal figure was rarely woven into a rug
made by Sunnite Moslems; they were strict in their inter-
pretation of Koran law forbidding the use of figures that
represent living creatures [2]. However, D. Black argues
that this is a misconception and although the ban is influ-
enced by religion, it is rare, but not unknown, to find living
forms represented on rugs made for use in the mosque. By
contrast, the Shiite Moslems freely used figures of humans
and animals woven in the prayer rugs used in the mosques.

The above analysis suggests that form, as well as the most
basic organization of the rug, is influenced early on by
theme.

One of the most common themes in Persian rugs is
Floral. The image of a lush garden is one that is deeply
rooted in both the religious and cultural heritage of the
Persian design. In a region of the world where water is a
precious commodity, it is perhaps not surprising that the
garden, with an abundance of flora and fauna, is the Mus-
lim symbol of paradise. The weavers were further inspired
by their belief in the Islamic afterlife [3], which promises
that the faithful will dwell in paradise. Floral themes are
generally divided into three categories of All over floral,
Garden, and Panelled design [4]. All over floral designs
feature floral forms without the addition of a medallion,
vase, or other primary motif. The All over floral design is
not, strictly speaking, a design. Rather, it is the name used
to describe any pattern that has no focal point. Garden de-
sign is usually based on the formal gardens of ancient Per-
sia with their abundance of flora separated by pathways and
ornamental panels. In Panelled design the field is divided
into panels or compartments containing individual motifs.

The Herati design derives its name from the town of
Herat (now in Afghanistan), where it is said to have origi-
nated. It is composed of a single floral head within a dia-
mond framework flanked by four outwardly curling leaves.
It is a motif widely used in Persia, and it is thought to sym-
bolize the small fishes that, at the time of the full moon,
come up just beneath the surface of the water to swim in
the moon's reflection [5]. It is sometimes referred to as
Mahi (Persian word for fish). The motif is usually em-
ployed in either an all over medallion-and-corner format.
Rugs with Herati theme are made by numerous workshops
throughout Persia, but are most closely associated with
those from Khorassan, Kurdistan, Farahan, Hamadan, and
Tabriz.

One more design, originated in Persia, is called Boteh.
Its origins are extremely obscure, and there is still consider-
able debate as to whether it was first used in Persia or India.
A. Jerrehian [6] suggests that it may have come to Persia
via ancient Egypt as an ear of wheat, representing immor-
tality. The Boteh motif is commonly used across the base
of the prayer arch together with flowers as part of the sym-
bol for the garden of paradise. In the green highland area of
Seraband, located in the West-southwest of Persia, weavers
seldom use any other pattern, so that the name Seraband
has come to be used not only for pieces produced in this
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region, but to describe the allover Boteh design [7]. It de-
rives its name from the Persian word for “a cluster of
leaves” which it only partially resembles. Some researchers
have suggested that it represents a stylized version of such
diverse objects as a pine cone, a cypress tree, a leaf, a foe-
tus, a male sperm and Zoroastrian flame [8]. We see the
design in western tie, and there is no denying its interna-
tional appeal.

Prayer rugs have been used in Muslim countries for
centuries and are an integral part of the religious experience
of the Islamic world. An orthodox Moslem is expected to
pray 5 times a day on a clean spot facing the Holy city of
Mecca. The design affords an extremely convenient way of
ensuring that this direction is obeyed. In its simplest form
the prayer rug is a rectangle design woven parallel to the
edges of the rug. The most common version has its corners
angled off at one end to form a pointed arch, a mihrab.
Prayer rugs made by nomadic tribes or in small Persian
villages often have centers which are either plain and un-
decorated or are filled with small stylized flowers and stars,
or they may have a stylized tree of life, symbolic of the
garden of paradise. According to Bosley, the tree of life
represents eternal life [9]. This design is woven mainly in
the towns of Isfahan, Qum and Tabriz where they produce
remarkably lifelike trees. The trees grow from the base of
the rug, starting just within its borders and continuing to fill
the entire field. The leafy branches are spread and dotted
with flowers and birds. Often there will be a stream or pool
at the foot of the tree and, perhaps, a few small animals.
The tree-of-life is based on one of the oldest and most uni-
versal of all religious and mythological symbols, pre-dating
both Islam and Christianity [10]. References to a “tree-of-
life” as the connecting link between the human and heav-
enly worlds are found in diverse cultures throughout
Europe and Asia. In Islam it symbolizes the bridge between
paradise, the world of men and the world above [11], and
still retains a religious significance.

Vase is applied to a number of compositions using a
vase or group of vases as the principal design element. The
motif was probably introduced into Persia from China [12],
where it had been used for centuries as a symbol of peace
and tranquility and has subsequently been adapted intact by
the Islamic weaver. It is a “one way” design, and the vase is
shaped like a Grecian urn [13] which may or may not have
handles. The vase is at the foot of the rug beneath an arch-
way and is filled with flowers, usually with roses, with the
tallest flower in the center reaching up towards the top of
the arch — a variation of the tree-of-life design. Vase sym-
bols generally are found in two forms, Floral Vase or Zel-i
Sultan.

The depiction of people and animals is far less com-
mon in the East that it is in the West. Pictorial designs
based on scenes taken from life, history, or mythology are
largely confined to workshop rugs from Persia, in particu-
lar, Kerman, Tabriz, and Kashan. Hunting design features
either human figures engaged in a formal hunt or predatory
animals pursuing their prey and is frequently found in Qum
and Isfahan rugs.

A Medallion design can be anything based around a
dominant central form and is the most frequently encoun-
tered scheme in rugs. It is used in every conceivable shape
and is perhaps the most popular single element in the Ori-
ental rug repertoire. According to J. Summers [14], the
center point of the medallion represents the eye of an all-

seeing deity. It is believed that the design is based on the
lotus flower which has always been regarded as sacred,
growing as it does with its roots in rank mud and its blos-
som turned to heaven.

Considering the theories concerning the origin of me-
dallion, the solar symbols seem to be the earliest, together
with certain zoomorphic signs. As D. Black believes [15],
the traditional Asian ideas about the Universe seems to
have developed quite naturally from simple observation. He
argues that in very early times men, who watched the sun
rise in the east and then pass overhead from east to west,
acquired a sense of direction. Then, as they faced the rising
sun at dawn with their arms outstretched in anticipation of a
new day, the bilateral symmetry of their bodies would have
made them aware of the other principal directions, north
and south. This led to the drawing of cross-shaped designs
to represent the four Directions and, by extension, the
World itself. Then, later, when they thought of the four in-
termediate directions, the X upon the cross gradually de-
veloped into the symbol of an eight-petalled flower which
has been used at the center of rug medallions to mark the
focal point of Creation.

U. Schurmann [16] divided the medallions into two
broad categories: medallion-and-corner and Amulet/medal-
lion. Medallion-and-corner is sometimes referred to as the
“book-cover” or Koran design evolved during the fifteenth
and sixteenth centuries from leather covers used to bind the
Koran [17]. This type of medallion was inspired by the in-
side of a mosque dome. Amulet possesses an overtly he-
raldic quality and appears to come from some ancient tribal
emblem [18]. The Amulet Medallion is distinguished from
medallion-and-corner schemes by the totemistic quality of
the forms and frequent repetition of the dominant motif.

Following are the meanings of some of the symbols
used in Persian rugs, meanings which have been passed
down through thousands of years [19]:

The resting eagle — the high-mindedness of the spirit:
The eagle in flight — good fortune;

The hunting-dog — glory and honor;

The leopard — bravery;

The lion — power;

The peacock — Divine protection;

The phoenix — immortality:

The sun — radiant light, lucidity;

The tree of life — understanging, truth;

The blade of the sword — strength, virility;

The heron — Divine grace;

Feathers or entwined birds — conjugal happiness;
The fish — undying love;

The dove — peace;

The camel — wealth, happiness;

Cypress tree — life after death.

P. Liebetrau [20] suggests that many of these symbols
may have held a particular meaning long ago, but, in all
probability, they were simply meant to represent animals,
flowers, fruits, and plants. The scholar further implies that
with innumerable repetitions throughout the centuries, most
of these motifs have lost any originally intended meaning
they may have had. Each weaver changed them little by lit-
tle to serve his/her own purpose. However, there are those,
among the students of the symbolisms in Persian rugs, who
take a different view.
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Historians like Wilhelm von Bode [21] and Arthur
Upham Pope [22], agree that the symbolism in rugs is al-
most unintelligible. As with all ideographics, the meanings
contain variations and ambiguities. Each sign taken by it-
self can be translated after a fashion, but the association and
combination of many of them, according to the mode in
which they are set, is practically a lost language.

It should be added that nowadays a nomadic or a semi-
nomadic weaver would tend to weave either what he/she
sees, translating it into characteristic formats, or what
he/she has been taught. The village weaver, on the other
hand, typically weaves what is ordered, according to the
cartoon. Each rug is a separate work of art and should be
considered individually.
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Kibris Islim Yazmalart Katalogu. Hazirlayanlar Rama-
zan Sesen, Mustafa Hasim Altan/Cevat izgi. Giris Ek-
meleddin ihsanoglu. istanbul: 1415/1995, XLI, 86 pp.
(in Turkish), LII, 630 pp. (in Arabic), 14 Plates (fac-
simile).

The Catalogue under review published in Istanbul contains
a description of Oriental manuscripts preserved in the
Turkish Republic of Northern Cyprus. The text of the
Catalogue is preceded by a Foreword of the President of the
Republic, Rauf Denktash, who is describing the cultural
and political aim of the publication as an attempt to make
the “new generations” acquainted with the important
evidence of the presence of the Turkish civilisation on the
island of Cyprus.

The Catalogue is the result of the project realised
within the frames of the agreement between Islim Tarih,
Sanat ve Kiiltir Arastirma Merkezi, directed by Prof.
Dr. Ekmeleddin ihsanoglu, and Milli Arsiv ve Arastirma
Merkezi of the Turkish Republic of Northern Cyprus,
directed by Mr Mustafa Hagim Altan.

The publication comprises an Introduction which deals
with the history of Cyprus from the ancient times till the
present day, written by Prof. Ekmeleddin ihsanoglu. The
main attention in it is devoted to the time after the conquest
of Cyprus by the Ottoman Turks in 1570 when the island
became one of the provinces of the Ottoman empire.
Prof. Ekmeleddin ihsanoglu stresses the fact that soon after
the conquest numerous mosques, medrese, tekke of Suft
brotherhoods and other Islamic institutions appeared on the
island. The author of the Introduction mentions that the
first information about the Oriental manuscripts preserved
on Cyprus was given by Dr ismet Parmaksizoglu in his
concise catalogue (including about 100 items) in 1964. The
Introduction gives the description of the Cyprus mosques
and institutions, where the manuscripts are preserved, and
a list of donators of manuscripts.

At present the principal depositories of Oriental manu-
scripts on Cyprus are: a) Sultan 1I. Mahmud Kiitiiphanesi
(at the time of the making of the Catalogue it was not avail-
able for general use) where the main part of the manu-
scripts preserved on the island is concentrated; b) Library
of the Selimiye Camii; ¢) Milli Arsiv of the Turkish Re-
public of Northern Cyprus; d) Library of the Laleli Camii.

The description of the manuscripts is made after the
following scheme: i) full title of the work; ii) its sequence
number in the Catalogue; iii) full name of the author, the

date of his death (both after the Hijra and after the
European calendar); iv) volume number (if it is a part of
some work); v)the incipit; vi)the close of the work:
vii) collection mark and the work's call number;
viii) layout; ix) the colophon; x) additional notes and rec-
ords, if present, including waqf records; xi) bibliographic
references.

The Catalogue is divided into two parts. The first one
which includes the description of Turkish manuscripts is
written in Turkish (in Latin transcription, for the exeption
of the incipit and close of the works, which are given in
Arabic script). The second part, written in Arabic, com-
pletely repeats the main body of the Catalogue but for the
description of Persian and Arabic manuscripts proper,
which follow the general scheme.

The Catalogue describes 1,260 codices (about
1,800 works) from Sultan II. Mahmud Kiitiiphanesi;
200 codices (around 230 works) from the library of
Selimiye Camii; 6 volumes from the library of Laleli
Camii; and, finally, 68 codices (about 217 works) from
Milli Argiv. There are also the indices of authors and
works' titles.

Of the whole number of about 2,255 copies of works
1,948 are written in Arabic, 211 — in Turkish, and 96 — in
Persian. The most important manuscript collections belong
to the libraries of Sultan II. Mahmud and Selimiye Camii,
which contain rare or even unique manuscripts. Among the
important Arabic manuscripts are, for instance, the work by
Shams al-Din Muhammad b. Mahmid al-Samarqandi
al-Sharif al-Hamadani (d. 780/1378) Kashf al-asrar fi rasm
masahaf al-amsar. A comparatively old copy of this work
transcribed in ta'lig in the fourteenth century belongs
to Sultan 1I. Mahmud Kiitiiphanesi (No. 17, p.21 in the
Arabic part of the Catalogue). In the collection of the same
library there is an old copy (of 19 Shawwal 633/26 June
1236) of the vocabulary by the famous Arabic lexicogra-
pher Abi Nasr Isma‘il b. Hammad al-Jawhari (d. 393/
1002—03) titled Kitab taj al-lughat wa sihah al-"Arabivva
(No. 583, p. 320). It is an explanatory dictionary of the
Arabic language following the completely new system of
arranging the material suggested by the author's uncle,
al-Farabi. It should be noted that a significant part of
the Arabic manuscripts described in the Catalogue are
religious works.

Among the Persian manuscripts there are writings of
several well-known Persian authors like Sana'i (d. 1130—
31) — a manuscript of 1580, Farid al-Din *Attar (d. about
1273), Shabistari (d. about 1320—21) — a copy of his Suf1
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poem Gulshan-i raz of 1455—56, Jalal al-Din Riimi
(d. 1273), etc. Of some interest are the copies of the famous
Mathnawi by Jalal al-Din Rimi executed just several dec-
ades after his death (No. 1048, pp. 546—7). It is worth
noting that though the authors of the Catalogue included
among the rare manuscripts a copy of the Diwan by poetess
Jahan Khatiin, the contemporary of Hafiz and a female rep-
resentative of the Inji dynasty, copies of this work are pre-
sent also in Istanbul (Topkap: Sarayi), in Paris
(Bibliotheque Nationale), and in the University Library
of Cambridge. As for the Cyprus Diwan, it was copied
by one ‘Abd Kamal Thani in the seventeenth century
(No. 1052, p. 549).

The description of the Turkish part of the catalogue is
somewhat disappointing. Among the Turkish manuscripts
we find practically no rare or unique writings. They are
represented by well-known names and comparatively late
copies. Of a considerable interest, however, are collections
of fatwas dating to the seventeenth century, which can be
regarded as a valuable source on the social history of the
Ottoman Cyprus. These are farwas by sheykhiilislam
Yahya Efendi (d. 1643), Baha'i Efendi (d. 1653), ‘Ali
Efendi (d. 1691), and others. Of the famous Turkish authors
there are works by poet Sheykhi (d.1430), by
arepresentative of the ‘wlama class Isma‘ill b. Ahmed

Peter Zieme. Altun Yaruq Sudur, Vorworte und daserste
Buch. Edition, Ubersetzung der alttiirkischen Version
des  Goldglanzsutra (Suvarnaprabhasottamasiitra).
Turnhout, the Brepols Publishing House: 1996, 230 pp.,
with 88 Plates. — Berliner Turfantexte, XVIII.

The Old Turkic literary tradition and culture of writing
reached its peak in what appears to be a sphere lacking in
originality, in the field of translation. Meanwhile the im-
pressive amount of translated texts, first of all of religious
treatises — Manichaean, Buddhist, Christian — allowed the
thin layer of Turkic intellectual elite, formed in the ninth—
tenth centuries in the oasis-cities of Kansu and East Turke-
stan, to make acquaintance with the highest achievements
of philosophy and literature of the ancient civilisations of
India, China, Iran, and of Christian Orient. The process
took a very short time, and the background of it was purely
confessional. Needless to say, without a very high level
of adaptation of a different linguistic mentality to the al-
ready established Turkic literary language and to the
changing, in the course of several centuries, imperial stan-
dards of the imago mundi the development of that new
civilised environment by the Turks would have been
impossible.

al-Anqarawi (d. 1630) whose works are well represented in
the libraries of Cyprus, by the outstanding ‘w/ama and
authors Kemal Pasazade and Ahmed Yazici-oglu.

It is to be regretted that the names of the Turkish
authors and of their writings lack Arabic transliteration
which would be of a help for the user of the Catalogue. It is
also regrettable that in the descriptions' references there is
no mention of the catalogues published in the former
USSR. Unfortunately, the Catalogue is also lacking the
technical information on the codices, i. e. information re-
garding the bindings, the paper, etc.

Nevertheless, despite these points the Catalogue under
review is interesting not only because it has done the field
a great service, but also because it provides valuable infor-
mation on the development of manuscript collections on
Cyprus after the Ottoman conquest. It should be noted that
the Introduction by Ekmeleddin ihsanoglu, which preceds
the Catalogue, provides priceless information on those who
formed the cultural environment of the Muslim society of
the island and made an important contribution to the pres-
ervation of this valuable manuscript heritage. The Cata-
logue will no doubt be of great use to all those who work
on Oriental manuscripts.

L. Petrosyan

In the confessional environment of the Uighur state of
Qocho (ninth—thirteenth centuries), the first Turkic state
with a developed urban culture, a special role was played
by Buddhism. In those very lands, in the cities of the Tur-
fan oasis, in the northern capital — Beshbalyk — and in the
nearby Dunhuang, with their mature intellectual life, there
developed the activities of a group of superb translators
working in numerous Buddhist monasteries and convents.
They started with translation into Turkic of those works
which had already been translated from Sanskrit into Sog-
dian — it has been demonstrated recently by Jens-Peter
Laut who analysed the text of the Uighur translation of
Maitrisimit . Soon, however, in the tenth or at the begin-
ning of the eleventh century Buddhist clerics of Turkic
origin turned to the Buddhist texts translated into Chinese,
incomparably more abundant and varied. The most famous
and prolific of the creators of the Turkic Buddhist transla-
tions was Singqo Sili Tutung. He was the one who trans-
lated the most significant and popular Buddhist sztras *.

Sutras addressed to monks and laymen were the most
widespread texts of the Buddhist canon. They were most
frequently translated into the languages of the Great Silk
Route — Chinese, Tibetan, Sogdian, Khotanese Saka, To-
charian, Turkic, and later into Mongolian. Numerous
manuscripts and blockprints with satras, more often in

! Jens-Peter Laut, Der friihe tiirkische Buddhismus und seine literarischen Denkmdler (Wiesbaden, 1986), pp. 1—12. — Veroffentli-

chungen der Societas Uralo-Altaica, Bd. 21.

* On the personality and works of Singqo $ili Tutung sec P. Zieme, “Singqu Sili Tutung — Ubersetzer buddhistischer Schriften ins
Uigurische™, Tractata Altaica (Wiesbaden, 1976), pp. 767—73; J. Hamilton, “Les titres 3ili et tutung en ouigour™, J4. CCLXXII/3—4

(1984). pp. 425—37.
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fragments, have been discovered in the oases of East
Turkestan and Kansu. The reconstruction, on the basis
of these fragments, of the whole picture of the Buddhist
culture and of the corpus of Buddhist scriptures of
Central Asia became the task and aim of several genera-
tions of European and Japanese scholars. A prominent
place among them belongs to the orientalists of Germany
and Russia.

One of the most popular texts in the Buddhist envi-
ronment of China and Central Asia was Suvarnaprabhasa
(“The Sitra of Golden Light”) which held a prominent
position in the Mahayana tradition. Not being much dif-
ferent in its metaphysical core from the rest of the
Prajiiaparamita literature, Suvarnaprabhasa is most ex-
plicitly treating such fundamental for Mahayana notions as
emptiness ($unyata), the supreme Absolute of the world,
the unlimitedness of the life of Tathagata Buddha, the
Bodhisattva method of meditation. But what was more at-
tractive for a general reader, the “mass consumer” of Bud-
dhist writings, was the narrative side of the sitra's contents
— colourful and rich in emotion numerous life- and quasi-
historical stories not directly instructing the reader and lis-
tener in the rules of Buddhist ethics. These very stories,
novels from everyday life and avadana-legends, gave di-
dactic persuasiveness and plainness, though illusive, to the
most complicated philosophic speculations. The aphorisms,
sayings and proverbs, numerous ritual prescriptions and
“practical” magic formulae coming along with them were
making the foundation of the confessional behavior, of the
general notions about this world and of the ways of coming
into contact with it. Due to that constant replenishment of
the satra with episodes of this kind, Suvarnaprabhasa was
constantly swelling through the whole active period of its
functioning in the religious practice, which is most clearly
testified by the surviving Chinese translations of the sitra .

The first of them, made at the beginning of the
fifth century by Tan Wu-qian (whose Sanskrit name was
Dharmaksema), contained four chuans (in the Turkic
translation of Suvarnaprabhasa the term liis — “part, sec-
tion” is used, in European translations — the term
“book”). The second Chinese translation, by Bao Gui
(about A.D. 600) contained already eight chuans. As to the
third translation (A.D.703) by l-jing, it numbered ten
chuans. Upon this last translation the Turkic version was
founded, known as Altun Yarug Sudur. That is what is
written in the colophon of this version: “Scholar from
Beshbalyk Singqo Sili Tutung translated [this] anew from
the Tabg,ach (i. e. Chinese) language into the Turkic Uighur
language The translation was accomplished, according
to J. Hamllton, in 1022.

’ K. B. Keping.

Only one relatively complete copy of the translation is
known, the one of 1687 belonging to the Manuscript Fund
of the St. Petersburg Branch of the Institute of Oriental
Studies. One part of this manuscript was bought by
S. E. Malov in one of the villages near Suchzou (Kansu),
the other one was presented to him by the governor of
Suchzou. Like the third Chinese translation the Uighur
version consists of ten books preceded by a foreword (Old
Turkic sii from Chinese hsii). Each book is divided into
several chapters (Old Turkic béliik). The St. Petersbur"
manuscript has 675 folios, 22—25 lines per folio®. In
1913—17 the manuscript was published by W. W. Radloff
and S. E. Malov in composed Uighur type. In 1930 ap-
peared a partlal translation of the text into German made by
W. W. Radloff °. It turned up later that the publication of
the Uighur text in composed type is not always satisfactory
and that a facsimile edition was still required.

Another collection of Uighur texts containing frag-
ments of manuscripts and blockprints of Altun Yarug Sudur
is the Turfan fund in Berlin. Unlike the St. Petersburg
manuscript, the fragments from Berlin come from different
copies. They were acquired at the beginning of the twentith
century in different parts of the Turfan oasis, and they go
back to no less than twenty manuscripts and xylographs,
the facts which are marked in a new publication of
the foreword and the first book (two chapters)
of Altun Yarug Sudur recently made by Peter Zieme
(pp. 15—9).

It is noteworthy that this new edition was preceded
by a whole series of publications gsome of them in Russian)
by the author of the monograph . This new and complete
edition of the parts mentioned above crowned many years
of meticulous study and comparison of dozens of frag-
ments, their attribution, finding their place in the text, jux-
taposition with the corresponding passages of the Chinese
original, reading, interpreting and commenting, which re-
quired not only profound erudition in the field of Old
Turkic philology, sinology and Buddhist studies but great
scientific intuition as well.

First of all Peter Zieme undertook a facsimile publica-
tion of all fragments (including 139 identified by himself)
of Altun Yarug available in the Turfan fund, established
their place in the structure of the work and provided the
transliteration of the Turkic text of the published parts of
the sarra. After a circumstantial survey of the history of the
study and publication of Altun Yarug (special attention is
given to the edition made by C. Kaya) *, the author gives
a detailed characteristics of the foreword and the first book
of the sitra and then reconstructs the text, basing upon the
St. Petersburg manuscript as well as upon the correspond-

“Dun'khuanskil tekst predisloviia k Suvarnaprabhasa™ (“The Dunhuang text of the foreword to Suvarnaprabhasa).

Pis'mennye pamiatniki Vostoka. Istoriko-filologicheskie issledovaniia. 1972 (Moscow, 1977). pp. 153—S5.

*S. G. Kliashtornyt. *

Pamiatniki drevnetiurkskol pis'mennosti™ (“Monuments of Old Turkic writing™). Vostochnyi Turkestan v drev-

nosti i rannem srednevekov'e. Etnos, iazvki, religii (Moscow, 1992), p. 326. Citing after the St. Petersburg manuscript: in the colophon of

the Berlin manuscript the word “Uighur™ is missing.

* See also the description of the St. Petersburg manuscript in L. Tu. Tugusheva,

“Rannesrednevekovaia uigurskaia rukopisnaia kniga™

(“Early medieval Uighur manuscipt”), Rukopisnaia kniga v kul'ture narodov Vostoka. ii (Moscow. 1988). pp. 364—S5.
"Suvarnaprah/u'ma (Siitra of Golden Light). Text of the Uighur version, eds. W. W. Radloff and S. E. Malov. — Bibliotheca Bud-

dhica, XVII,

1—8 (St. Petersburg—Petrograd, 1913—1917): Das Golden Siitra. Aus dem Uigurischen ins Deutsch iiberzetzt von

W. Radloff — Bibliotheca Buddhica, XXVII, 1—3 (Leningrad, 1930).

7 P. Zieme, O viorol glave sutry "Zolotoi Blesk" ™ ("On the second chapter of the "Golden Light" suatra™). Turcologica. K semide-
siatiletiiu akademika A. N. Kononova (Leningrad, 1976), pp. 341—7.

fc. Kaya, Uygurica Altun Yaruk, giris, metin ve dizin (Ankara, 1994).
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ing parts of the text from the Turfan collection. Peter Zieme
had the opportunity to study the St. Petersburg manu-
script — in this particular case he was assisted by
Dr Simone Raschmann. The text of the foreword and of the
first two chapters of the first book is given in transcription
and supplied with a German translation, textological and
terminological commentary and, where it is possible, with
the parallel text of the Chinese original. Results of the
comparative study of the published texts are summarised in
two concordances, the edition is supplemented with a glos-
sary and a detailed terminological index systematically ar-
ranged, providing the reader with corresponding Sanskrit
and Chinese equivalents of Old Turkic terms.

The discussion about the relation between the Turkic
translation and the Chinese original (or originals) should
probably be considered here in brief. P. Zieme has no
doubts that the Uighur translation was made from the Chi-
nese version by I-jing, which, however, is quite obvious.
He definitely rejects the suggestion made by R. Finch that
Singqo Sili Tutung could use the Sanskrit original of
Suvarnaprabhasa or its Khotanese Saka or Kuchine
(Tocharian) version . However, it is still an open question

whether Singqo $ili Tutung could be familiar with some
other Chinese translations. Citing the suggestion made by
K. Réhrborn ' on the possibility that the Uighur translator
might be familiar with some other version of I-jing's trans-
lation, or that he was treating the Chinese text too freely,
P. Zieme comments that the foreword and the first book of
Altun Yaruq provide no arguments for any suggestions of
this kind (pp. 14—5). One should remember, however, that
A. von Gabain in the review of the publication by
Ch. Ehlers (JRAS, 1988, Pt. 1, p. 98) did not exclude the
possibility that some passages of the Old Turkic text were
going back to the more ancient Chinese translation of
A.D. 600. What is evident, anyway, is that only studies as
profound and thorough as the one demonstrated by
P. Zieme (but covering the whole text of Altun Yaruq) will
probably give the final answer to the question and terminate
the discussion. Meanwhile the monograph by P. Zieme re-
mains an exceptionlly valuable work combining academic
precision with outstanding intuition. It is a model of publi-
cation and textological study of the Old Uighur manuscript.

S. Kilyashtorny

°R. Finch. “Chapters XVI and XVII from the Uighur Suvarnaprabhasottama-sitra (Altun Yaruq)™, Turkliik Bilgisi Arastirmalari.

XVII (1993). p. 102.

10 o “om - PR - L . PO .
K. Rohrborn. “Siinyavada und Vijianavada. Zentralasiatische Resonanzen cines Schulstzeits™, Ural-Altaische Yahrbucher, N.F.,

Bd. 5 (1985). p. 132.

The Baburnama. Memoirs of Babur, Prince and Em-
peror. Translated, edited and annotated by Wheeler
M. Thackston. New York—Oxford: Oxford University
Press, 1996, 472 pp.

It is not long ago that my review of the edition of Babur-
nama ' published in Japan by Prof. Eiji Mano : appeared on
the pages of Manuscripta Orientalia. Now 1 hold in my
hands a new edition of Babur-nama, which has just came
out in the USA. It looks as if the destiny of some writings is
to attract scholars' attention in the course of many years.
The work by Zahir al-Din Muhammad Babur (1483—
1530) is definitely one of them. This Muslim ruler, the de-
scendant of Timir, who ascended his father's throne in Far-
ghana when he was eleven, became extremely famous
among his contemporaries as well as later generations not
only as a statesman but also as the author of memoirs
known as Babur-nama. His own life, so rich in events,
provided him with vast materials for his literary activities.
At the very beginning of the sixteenth century Babur was
forced to flee away from Central Asia to Afghanistan under
the pressure of nomadic tribes from Eastern Dasht-i

" See Manuscripta Orientalia, 1171 (1996), pp. 67—8.

Qibchaq (the modern steppes of Kazakhstan). Finally he
settled in India where he founded a new Muslim state, the
Empire of the Great Moghuls (1526—1858).

The personality of Babur has long since attracted the
attention of scholars. It was primarily due to his own work
presenting the portrait of this Muslim ruler with expres-
siveness and details unusual in Islamic literature. The
“Records” of Babur depict an extraordinary and gifted per-
sonality and a prominent statesman. At the same time
Babur-nama is a masterpiece of Turkic prose. Neither be-
fore nor after Babur was there anyone writing in Central
Asian Turki with such expressiveness and force. There is
no wonder that new and new scholars apply to his work,
an important source on political, social and cultural life of
Muslim peoples. Babur-nama in many respects a unique
monument of literature, allows us to reconstruct the picture
of the spiritual life of medieval Muslim society and to see
a lively portrait of the outstanding personality, one of those
who affected the course of historical events.

The publication of Babur-nama undertaken by
Prof. Thackston is a translation of the text published by the
same author in 1993 °. The information about the translator

z Zahir al-Din Muhammad Babur, Babur-nama (Waqa'i*). Critical edition based on four Chaghatay texts with introduction and notes
by Eiji Mano (Kyoto. 1995); Zahir al-Din Muhammad Babur, Babur-nama (Waqa'i'). Concordance and classified indexcs by Eiji Mano

(Kyoto, 1996).

3 Wheeler M. Thackston, Zahiruddin Muhammad Babur Mirza. Baburnama. Chaghatay Turkish Text with Abdul-Rahim Khankha-

nan's Persian Translation (Cambridge. Mass., 1993), i—iii.
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presented in the publication is that “Wheeler M. Thackston
is Professor of the Practice in Persian and other Near
Eastern languages at Harvard University, where he has
taught Persian and Arabic for over twenty years. He is the
author of numerous books and articles on the languages,
literatures and cultures of the Near East”.

The translation of the text of Babur-nama (in the edi-
tion it occupies pp. 33—447) is preceded by a Foreword,
written by Milo Cleveland Beach, the Director of the Freer
Gallery of Art and of Arthur M. Sackler Gallery, and by
three sections by Prof. Wheeler M. Thackston himself.
These are Acknowledgements (p. 8), translator's Preface
(pp. 9—19), the Chingizid and Timarid Background of Iran
and Central Asia (pp. 20—31). The translation is also sup-
plemented with: Chronology, Selected Glossary, Refer-
ences, Index of Persons, Index of Places. The translation is
provided with commentaries arranged on the margins of
the main text. The book is well-illustrated, lavish Oriental
miniatures, fine photographs (nineteenth—twentieth centu-
ries) of different sites and fortresses described in Babur-
nama are present in the edition.

A complete revelation of the advantages and faults
of the new translation requires, naturally, a certain amount
of time. 1 would like only, not going into details, to
attract scholars' attention to the new edition. Judging from
the first impression, Prof. Thackston's translation gives
a very close rendering of the Turkic original. At the same
time certain passages and statements made by him require
corrections.

Thus, for example, Prof. Thackston is accepting the
widespread in scientific literature but out of date view that
Babur's “Records™ were first translated into Persian under
Akbar (1556—1605). In this connection I would like once
more to attract scholars' attention to the manuscript pre-
served in Tehran, in the Saltanati Library (No.2249),
which is dated by 935/1528—1529) and contains a copy of
Babur-nama and the earliest known copies of Babur's
principal works assembled under one cover (kulliyar) made
in the lifetime of the author®. (He died on 6 Djumada |
937/26 December 1530, the date December 21, 1530, indi-
cated by Thackston is wrong). Babur-nama occupies the
fourth section of the manuscript (pp.457—1012). The
Turkic text of Babur-nama written in black Indian ink is
vocalised. There is also its literal translation into Persian,
written in red ink between the lines of the Turkic text.

According to his own words, Prof. Thackston faced
certain difficulties when translating dates of the Muslim

calendar into the European system. Since complains of this
kind often appear in literature, I would like to cite here the
corresponding passage by Thackston and to make com-
ments on it: “Dates in the original text are given, of course,
in Hegira years and months. ... Western dates have been
calculated through the most reliable conversion tables and
computer programs, but, as is usual in these conversions,
the days of the week do not always coincide. For instance,
Babur records “Wednesday the thirteenth of Dhu’l-Qa‘da”
in 932. That date converts to August 21, 1526, but, accord-
ing to the tables, in 1526 the twenty-first of August fell
on Tuesday, not Wednesday. There seems to be no way to
reconcile these discrepancies, and the days of the week
have therefore been left as Babur wrote them, on the as-
sumption that he knew better than a modern conversion ta-
ble what day of the week it actually was” (p. 16).

It is true that when we convert Hegira dates into the
European system, there sometimes occurs a discrepancy
within one day. It happens not because of some mistake
made by the Muslim author or because of the faults of our
method of calculation, but due to a different way of reckon-
ing the time of the day in the Muslim and in the European
tradition. To avoid such mistakes one should bear in mind
that while in the European tradition a new day of the week
begins at midnight and ends in 24 hours, in the Muslim
tradition it begins immediately after the sunset and contin-
ues till the next sunset. In this way different parts of each
day of the Muslim week coincide with two days of the
European calendar. Thus, for instance, if some event took
place on Wednesday, according to the Hegira date, it turns
to be Tuesday when converted into the European calendar
(see the passage cited above). It means only that the author
is speaking about the event which took place on Tuesday of
the European calendar (after the sunset), but, according to
the Muslim calendar, it was already Wednesday. Such cases
provide us with a rare opportunity to verify the chronology
of the events up to several hours.

The translation of the “Records” of Babur made by
Prof. Thackston should be considered an important contri-
bution to the study of the text of Babur-nama. | hope that
the studies of the text, which were undertaken both in Rus-
sia and abroad, including the critical edition of Babur-nama
made by Eiji Mano, provide a solid base for a more perfect
scientific edition of the “Records™. I do believe that one of’
the Russian scholars will soon undertake this task.

T. Sultanov

“T. 1. Sultanov. ~O prizhiznennom avtoru spiske "Zapisok" Babura™ ("On the copy of the "Records” of Babur made in the lifetime of
the author™). Pis'mennye pamiatniki i problemy istorii kul'tury narodov Vostoka. XVIII godichnaia nauchnaia sessiia L.O 11" AN SSSR.
pt. 1 (Moscow, 1985). pp. 72—6: T. 1. Sultanov. “Obstoiatel'stva i vremia napisaniia "Babur-name" ™ (“The circumstances and the time of
writing of Babur-nama™). Tiurkskie i mongol'skie pis'mennye pamiatniki. Tekstologicheskie i kul'turovedcheskie aspekty issledovaniia

(Moscow. 1992), pp. 91—3.
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V. D. Ushakov. Frazeologiia Korana. Moscow: Vosto-
chnaia Literatura, 1996, 203 str.

V. D. Ushakov. Phraseology of the Qur’dn. Moscow:
Vostochnaya Literatura, 1996. 203 pp.

Throughout the Islamic world the Qur’an is accepted as
asacred code embodying religious, legal, ethical, moral,
social, and other regulations which are believed to have
been given in a perfect, unsurpassed form and style. The
Arabic language of the Holy Book, with its rhythmics,
structure and enormous expressive ability, is regarded as
the very speech of God as revealed through the prophet
Muhammad. It has always played a significant role in the
development (and the preservation) of written Arabic.
Alongside pre-Islamic poetry, the Qur’an is the earliest
written monument of Arabic literature and culture, and it
begins a long and extremely rich tradition of belles-lettres,
theology, and linguistics.

From the time of the great expansion of the Arab Mus-
lim tribes and the founding of a huge Islamic empire, the
Qur’an became a central and permanent object of medieval
scholarly research. It was studied from a variety of points
of view, and virtually all different aspects of the text were
taken into consideration. The religious, legal, and social
systems put forward in the Qur’an, as well as the systems of
esthetics and rhetoric of which it makes use, have been the
subject of works written over a period of many centuries,
but special attention has always been paid to the language
of the book. Medieval Arabic scholars have left us pro-
found and detailed studies concerning different aspects of
the linguistic merits of the Qur’an. They were interested in
peculiar or rare words and expressions, and they studied
thoroughly all phonetic, grammatical, semantic, and stylis-
tic features and characteristics of the Holy Book, as well as
the inimitability of its language.

Modern scholars also show a particular interest in both
the language and style of the Qur’an. Applying new ap-
proaches and most modern linguistic methods, they make
their studies, confirming or revising the ideas and theories
of their predecessors. A number of recent investigations
have been focused on the nature of the Qur’an's idiomatic
expressions, word combinations, figures of speech, apho-
risms, proverbs, and the like.

Dr Ushakov's book on Qur’anic phraseological forma-
tions is one of the most recent studies in the field and repre-
sents a significant step forward, since it not only summa-
rizes the work made by traditional Arab scholars but also
gives a new and well organized survey of the different
kinds of set expressions in the Qur’an. The importance of
the monograph lies also in the special attention it gives to
the “style-forming™ nature of various phraseological collo-
cations and, in general, to the role of the system of figura-
tive techniques in the Qur’an. In order to corroborate his
views and his method of organization of the material, the
author does not restrict himself only to Qur’anic expres-
sions. He takes into consideration idioms, phraseological
collocations, sayings, and proverbs which were common
throughout the classical age of the Arabic language,
from the sixth to the twelfth century A.D. In addition,
Dr Ushakov often refers to the Bible and to ancient cus-
toms and beliefs of the peoples of the Arabian Peninsula
to demonstrate how much in the Qur’an is a continuation
of a long tradition. At the same time the author stresses

the enormous influence of Qur’anic phraseology on modern
Arabic.

The book comprises an introduction and five chapters
followed by a summary and a supplement. In his introduc-
tion (pp. 6—14) Dr Ushakov gives a short review of cur-
rent approaches in modern linguistics to the study of phra-
seology (idiomatic expressions) and states his adherence to
recent Russian theory in this area. He defines his goal as the
study of the phraseology of the Qur’an both as text and as
recorded speech. Thus he deals with various phraseological
collocations, idiomatic word combinations and phrases,
aphorisms, and proverbs providing the examples not only
of written language but also of spoken one, with its special
features. Chapter one (pp. 14—25) covers the problem
of how classical Arabic lexicology and rhetoric treat
petrified (fossilized) collocations and phrases, the ways
they were created, and the importance of their correct
usage. The author presents mainly the views of ‘Abd
al-Qahir al-Jurjani about the mechanisms of phrase
formation. In chapters two (pp.25—44) and three
(pp. 44—100), the author gives a detailed structural and
semantic analysis of phraseological units as such, nominal
and verbal phraseological collocations and sentences, sug-
gesting strict rules for distinguishing between collocation
and sentence, a delicate and so far unresolved problem
in Arabic.

Chapter four (pp. 100—27) is dedicated to aphoristic
sayings of proverbial nature and to proverbs as such, while
chapter five (pp. 127—55) deals with artistic similes. The
author's analysis of Qur’anic phraseological collocations
reveals the frequent occurrence of kinematic and somatic
phraseological units, nominal and semi-idiomatic verbal
periphrases, and extended artistic similes. These stylistic
elements, especially the kinematic and somatic colloca-
tions, are primerily used to express the inner world of feel-
ings, emotions, and experience, which are strongly con-
nected with man's attitude towards religion. The author's
observations on the semantics of the words preferred in
Qur’anic phraseological collocations are interesting and
helpful. Moreover, his detailed presentation of the different
ways of structurally organizing sentences describing
the same situation and his extended study of the syno-
nyms rendering several abstract meanings in the Qur’an
should be considered a contribution to the development
of a new approach. Dr Ushakov also discusses how
the use of semi-idiomatic periphrases, which express
subject-object relations from different angles, enables
a reader to assess situations and their participants differ-
ently. His study demonstrates that all these elements play
a very important ideological and stylistic role in the text
of the Qur’an.

The author of the book constantly points to the reasons
behind the use of certain phrases in their more “literal”
meaning, the repetitions, or, for example, the prevalence of
imperative forms, relating them to the normative and pre-
scriptive nature of the Holy Book. His observations are
helpful in demonstrating, on the basis of linguistic (lexical,
grammatical, syntactic) and stylistic criteria, the sententious
and didactic nature of the set expressions in the Qur’an in
comparison with those of poetry and “everyday life” from
the same period. The difference between them, as
Dr Ushakov stresses, is as well a function of the deep philo-
sophical, esthetic, and religious content of the Qur’an, the
expression of which also requires special stylistic tech-
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niques. Non-Qur’anic set expressions, as the author shows,
are built on a more concrete and direct perception
of the world.

The supplement (pp. 167—96) deserves particular
mention because it lists most of the phraseological colloca-
tions in the Qur’an and indicates where they occur in the
text. All of them are translated.

Dr Ushakov's study, with its expanded linguistic and
stylistic analysis of the phraseological aspects of the text of

the Qur’an, is an important contribution to the elucidation
of the role of figurative techniques in this remarkable piece
of literature. The results and the conclusions he presents are
interesting and important not only for the study of the phra-
seology and style of the Qur’an, but also for further com-
parative and diachronic studies in the field of Arabic phra-
seology in general.

L. Torlakova
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