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M. Reisner

THE LIFE OF THE TEXT AND THE FATE OF TRADITION. 1V:
- ON THE CHARACTER OF LOVE SYMBOLISM IN THE POETIC WORKS
OF ‘ABD ALLAH ANSARI

The making of STfi love symbolism in the lyric poetry of
‘Abd Allah Angari, one of the first representatives of mystic
literature in the Persian language is analyzed in this article.
The problem is raised in the poetological aspect, i. e. not the
system of symbolic meanings of traditional images is stud-

-ied here, but the character of their transformation on the

way to poetic symbols. A stable set of love motives and
images inherited by this Sufi poet from the preceding re-
fined court poetry and subjected by him to various changes,
is in the centre of the research. Special attention is paid to
the cases of incomplete symbolism of the text, when there
1s a possibility to examine the process of symbolism in dy-
namics.

The process of formation of the STff symbols system in
Persian classical poetry, with its most active phase within
the period of the 11th—12th c., constituted one of sufficient
factors of the poetic tradition development not only during
the abovementioned period, but also afterwards. An alle-
goric interpretation of a text became an inseparable part of
poetic canon and made a large impact on the figurative
sounding of lyrical and epic poetry and the character of its
perception.

A consecutive involvement of whole figurative layers
of secular lyrics in the sphere of Stfi symbolic system was
performed due to efforts of authors of several generations.
The appearance of the first original samples of mystical
lyrics, which were closely connected with the requirements
of ritual and sermon, was followed by constant attempts of
the representatives of the new trend to review in poetry the
experience of their predecessors who had worked at the
courts of sovereigns, patrons of art. The tendency towards
demarcation from court poetry and the aversion of its aes-
thetic grounds did not exclude, but determined the com-
prehension by the STfT poets of their work as another link in
the chain of perfection of literary art.

Among the works by Russian and foreign specialists in
Persian literature dedicated to mystical poetry the ones
dominate in which the figurative SGfT system is viewed as a
stable layer of poetic terminology with stable semantics.
The researchers have been primarily engaged with the task
of revealing symbolic meanings from the main massive of
poetic images and the study of structural ties between them
(twoness of images — “face—lock”, “candle—moth”, etc.,
the presence of the so-called images-mediators — “wind”,
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“dance”, “cup”, etc.) as well as the problems of interpreta-
tion of separate basic motives by different SGff authors [1].

What concerns the genesis of the system of STff sym-
bols in the purely poetological sense (the sources of mo-
tives, poetic means of their realization, etc.), its study has
mostly had subsidiary character, serving as a peculiar tool-
ing when considering the contents aspect of a SGfT text.

Little interest in the artistic aspect of analysis of the
early Sff lyrics must be connected with its relative, com-
pared with the court poetry of that time, stylistic simplicity.
However, this simplicity was not a complete absence of
means of poetic expressiveness or lack of the form devel-
opment; it is the consequence of a certain aesthetic princi-
ple. Saift poets inherited from the court poetic tradition,
which they based upon, not only a rich repertoire of
stereotypical images, motives and situations, but also a de-
veloped theory, 1. e. a complex of concepts about poetic art.
The changes introduced by the SGfi authors into poetic
practice and theory were, on one hand, of principal charac-
ter; on the other hand they were regulated by them as they
were realized within the limits of a canonical type of art.
The analysis of the early stage of Stiff symbolism formation
can sufficiently broaden modern scientific ideas about the
functioning of poetic canon as a dynamic system.

The present publication aims at studying the ways of
realization of love motives in lyrical poems of ‘Abd Allah
Ansari (1006—1088) by revealing their genetic ties with
the corresponding motives of the traditional repertoire of
secular ghazal. The material for research was selected bas-
ing on the following considerations: firstly, the analyzed
texts have not caused doubts concerning their authenticity
since the time of their appearance [2]; secondly, the small
volume of the poetic heritage of the “Harat elder” (about
twenty poems which are insets into the rhythmical prose of
the same author) makes it possible to review it within the
limits of one small article; thirdly, Ansari's works are the
closest to the origins of STUfT lyrics in the Persian language
and, thus, represents an almost ideal factual base for the
study of the carly stage of the process of symbolization of
traditional poetic motives.

As is well known, the figurativeness of love lyrics, i. e.
ghazal, lies at the basis of the SGfI symbols system. Mysti-
cal-love poems dominate over works dedicated to other
themes in most diwdns of Suff poets. In Ansarf's poems
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love motives rank modestly, however, their interpretation is
marked with special author's originality. In most texts it is
difficult to define the original outline of love motives, as
they are found in unconventional combinations with other
motives and are included in new associative chains. Let us
give one typical example:

Who am I at you threshold, oh, Allah? An ashamed, beg-
ging for forgiveness of sins,

Who ruined life, a wanderer, a despicable one, who fell in
tears into the road dust.

Sometimes with the heat [of sufferings] You turn my chest
into kabab, sometimes my heart is covered with blood from
[awareness] of my own viciousness.

The thought about the last breath make me sigh deeply at
dawn.

Oh, what have You done with my heart?! What for have
You turned my fate into constant sighs?!

Whatever I have done, forgive me, as I sinned in the hope
of your mercy.

The weight of my sin has gone beyond my strength, as a
mountain, oh, if only resignation were light as a straw!

Suffer (fit.: “burn”), oh, Ansari, you deserve it, and if He
forgives you, this would only be because it is in the nature of
the Lord [3].

According to its thematic dominant, this text is an ex-
ample of ascetic lyrics (zuhdiyyar) with a distinct shade of
self-blame. However, if we take a closer look at the figura-
tive pattern of this poem, especially of its central bayts (2—
5), we will trace an obvious connection with some quite
popular motives of ghazal. The psychological condition of
a man who is aware of his sins in the face of Allah is de-
scribed in the terms of love sufferings. In a secular ghazal a
man who is in love feels exactly what the poet describes in
the images of a burning chest, a heart covered with blood,
deep sighs and shed tears. A man in love must feel humili-
ated in front of unapproachable beauty, he is eager to kiss
dust on the road she went. To avoid sounding unfounded,
let us quote for comparison an “exemplary” ghazal by
Farrukht (d. ca. 1037/8), a court poet of the Ghaznavid cir-
cle who was AnsarT's contemporary:

Oh, the gone! Since you were gone I have been in grief
and sorrow. I'm parted from you, and so I'm parted from joy!

Oh, the moon! Until a meeting stops our separation there
is no pain I would not feel a hundred times.

Thanks to your face were my eyes a joss-house, and now
in this joss-house I suffer from [streams of| water [i.e.
tears — M. R.].

They say fire brings heat and ardour, so why does my

breath freeze from the fire of grief?

Oh, my dear! Have your spirits changed? Mine change a
hundred times a day because of these sufferings:

Now my eye-lashes become wet, now my lips dry, now
my heart is covered with blood, now my cheeks become
pale [4].

The comparison of these two poems allows to state that
AnsarT used the motives of love lyrics in his penitential

poem. Unlike most STfT poets, AngarT did not always use
love motives as an object of symbolization, i. e. a base for
constructing Suft symbolism. For him they served as a tool
of renewal of the genre of zuhdiyyat with the aim of at-
taching a larger emotional tension to the traditional ascetic
motives. When solving this creative problem the poet uses
one popular type of a motive's transformation developed by
the tradition — transferring it from one poetic genre into
another [5], in this case from ghazal into zuhdiyydt. In the
analyzed poem AngérT reaches the utmost “concealment” of
an adoption which was so highly valued by the medieval
theorists of poetry [6].

The considered example can be viewed as one of vivid
evidences of AnsarT's individual author's style in the adapta-
tion of love motives adopted from the tooling of traditional
love lyrics (ghazal). This “peculiarity” separates Ansari's
creations from love lyrics of court poets of the preceding
generations, whose works served as a source for adoption of
motives for him, as well as from poems of later Sifi au-
thors, who in the sphere of love lyrics almost did not feel
the “resistance” of the material which had become subject
of symbolization.

In his poems AnsarT creates a new image of love, but
because he infers it from an old image, and when trans-
forming and reviewing it the poet every time faces the ne-
cessity to substantiate, explain and, sometimes, even justify
it. This is why in his ghazals we find direct disapproval of
false, bodily love, which was rarely done by poets-mystics
who replaced the “Harat elder”. Ansari experiences the “re-
sistance” of the figurativeness of secular love lyrics, where
description of a “false” feeling disapproved of by him,
found its full realization. When speaking about love the
poet insists on the fact that old, customary words must be
perceived in a new way, he tries to keep his reader from
their traditional understanding and makes comments within
his poems. Thus, transformation of an image into symbol
happens in front of our eyes, but this process is not com-
pleted in AngarT's lyrics, and that is why the symbolization
of most of his poetic texts is not consistent, Let us see it by
the following example:

If you ever fall in love, rise to the Almighty Creator. If
you create distemper, turn to the Omniscient.

To everything but Him I have closed my eyes, like a clair-
voyant. And you, if you want to come up with the shdh's fal-
con, become a clairvoyant.

How long to attach your heart and soul to earthly beauties?
Look at us, blind, and wake from a sweet dream!

This moon-faced ones will one day turn yellow like straw;
tear your heart away from treacherous [beauties] of this world
and turn away [from them].

The freshness of the faces of these beauties fades each
moment. If you strive for eternal beauty, in your love become
like Masa.

Guileful and cruel are [all] other friends! If you look for
devotion, become our friend! [7].

Ansiri, interpreting love motives as a Safi preacher, at-
taches only negative qualities (treachery, cruelty) to ephem-
eral, earthly beauty. The poet tends to discredit the ideal of
an insidious, unapproachable lover cultivated in court po-
etry. Thus, Ansaris' attitude to the love figurativeness of
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secular poetry used by him is ethic: ephemeral beauty is
ruinous and cruel, the eternal beauty is merciful. On this
basis Ansari develops the motives of after-life love as eter-
nal contemplation of eternal beauty. According to the poet,
happiness awaits the man ready for such love and considers
it the only possible one, happiness which does not depend
on whims and spirits of an earthly woman. Ansari shares
his discernment with the reader in the poem which develops
as a “debate” between the hero and the deity, which is,
however, of non-dialogical character:

—Never, oh Soul, will I give up the hope [to approach]
your doors, as you have forgiven thousands of those worse
than me.

On the day of the market of the universe when you priced
me you saw through me, the sinner, the abandoned pauper.

Can You defame me on the day of Resurrection [from the
dead], oh, Lord, if now You have generously forgiven all my
deeds?

A trifling speck of dust, burning with the passion for You
will become the sun above the heads of the creatures of both
worlds.

— Oh, the unhappy lover! Do not grieve, as on the day of
creation you have drunk from the cup from Our hands.

Oh, how many troubles have fallen on your fate, day and
night you have been burning in the fire of love to Our face!

Oh, how many times you have placed the seal of your love
for Me on your wounded heart! Drowning in the blood of
heart [wounds], you wrapped yourself in a shroud.

Ansaris' elderly! Since you have died from your pangs of
love for me in your life, I will unite with you if you have
turned away from everything [8].

This ghazal contains the development of traditional
motives of love sufferings and hope. It is interesting that the
description of torments of a lover in this ghazal is put into
the mouth of a divine mistress (bayts 6 and 7). It is charac-
teristic that in the beginning the poet address his mistress
calling her “soul” (jan), and in the third bayt he address
God (ya rabb) immediately, not observing consistently the
symbolic language throughout the whole text. We would
stress that the motives of love sufferings are not supported
in Ansari's eyes by a traditional for secular poetry portrait
of a cruel beauty that makes the heart of the enamoured tear
apart from yearnings and cherish unrealizable hopes. Let us
quote for comparison a fragment of a love poem by Daqiqi
(killed (?) btw. 977 and 981). It gives an idea about the ca-
nonical image of a cruel beauty in the court poetry of the
10th—11th c.:

Pari-faced idol, treacherous and captivating,

A beauty with a stature like a cypress, who looks like the
moon.

Since I saw the face of this black-eyed

My tears have become blood and my chest — decorated
with branches and leaves.

If you domot wish to lose your heart,

Do not look at her poisonous eye-lashes.

If you do not want te get into trouble,

Stay away from her doors, not the fire.

Love to her is boisterous flames,

And her cheeks are fire.

Her stature is a silver cypress

But with the shining moon above its top.

Her face of the colour of Chinese brocade is beautiful,
Bven rose petals envy it [9].

None of the elements of classical description of a
beauty, and even more so the stereotype of her behaviour
accepted in the court love lyrics, found its place in Angdri's
poetry, as they contradict to his perception of the world:
they embody ephemeral earthly beauty and love. Only a
divine mistress, whose favour the hero of Ansari's lyrics
hopes for, is merciful and generous and sympathizes to his
earthly sufferings stating that they must be rewarded.

Thus, the poet transforms not only a separate motive of
love lyrics, but a whole system of motives connected with
the canonical model of the hero's and his mistress's behav-
iour. In his poetic constructions AngarT bases on the idea of
divine mercy. Connecting in one poem religious motives
(Qur’anic reminiscences) with the traditional description of
the feelings of a suffering enamoured, the STfT poet reaches
the desired predicant effect. For the sake of being fair we
must note that the interpretation of love motives suggested
by AnsarT was not supported by his followers in the sphere
of Safi lyrics. They rather tended to develop in the mystical
key the traditional image of a cruel and frivolous beauty
who orders about a devoted lover.

By the example of the lyrical heritage of Ansart we can
see how a medieval author who possesses the figura-
tive-thematic tooling of the tradition sets for himself the
ways of transformation and variation of common motives,
looks for new combinations which would be consistent with
his artistic and world outlook tasks. For Ansari, on account
of his artistic pursuits, the combinations of the motives of
love and death became an important and a stable ones. We
cannot say that love lyrics before AngarT had not known the
combination of the abovementioned motives. Moreover, in
the ghazals of court authors who wrote in Persian as well as
in those of Arabic poets the motive of love and death is one
of the most popular and stable one. However, in AnsarT's
poems this meaning of the motive is moved to the back-
ground. The poet speaks not about “death from love”, but
about “death from death”, he does not associate these two
concepts as cause and effect. For AnsarT true love is only
possible in the heavenly world, so there is no reason to talk
about it in the earthly life. Reasoning from this we can
explain why most love images and motives are concentrated
in the ghazal which can be viewed as Ansari's poetic testa-
ment:

On the day of death, the day of parting from friends, that
will be the [true] friend who will come and give me his hand.

Don't you think that with death I will die and turn into
ashes, when from the Friend streams the rain of mercy?

In the [minutes] of mourning do not cry so bitterly and do
not sigh, as that [last] breath is the trumpet sound of uniting
with the Loved one.

When you see my body, do not grieve: the Friend's hand is
now embracing the neck [of my] soul.

Come and look at my burial stretcher [listening] the
sounds of flutes and timbrels [accompanied by] a
sweet-voiced singer.
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When you put me in the grave, proclaim: “Let you be
blessed!”, do not say “Alas! How gloomy and narrow is the
prison!”

As the way into the grave for my heart is the way into a
flower garden, the air above the gravestone breathes [with the
scent] of early spring.

Do not think that I stopped talking and fell asleep in the
grave, the bird of my spirit sings and flies.

Look at the shroud — it suits me better than [any other]
clothes: dressed in it I am walking in the heavenly gardens of
Ridwan.

The “pure” [moisture] in the depth of the earth turned for
me into wine and sherbet, the beauty of my Mistress became
for me the life-giving food of my soul.

When you decide to visit my grave, dance as you walk, as
the feast on my grave is a shelter for the intoxicated.

Indeed, you are intoxicated, Ansarf, with the [contempla-
tion] of the face of the cup-bearer, and your poems are the rea-
son of your messmates' intoxication [10].

It is not only one of the most famous songs of the
“Herat's elder”, but also a unique ghazal from the point of
view of the set of motives realized in it. The semantic
dominant of the text is made up by the traditional motives
of lamentations (ritha’, marthiya) which are, however,
transformed by AnsarT with the adversative type of transfor-
mation. A number of bayts (3, 7, 9) are full of images con-
sistent with the motive of lamentation (mourning, crying,
corpse, grief, burial stretches, grave, grave stone, shroud,
visiting of the grave). The structure of the mentioned bayts
is determined in the second verse where the motives of
physical death and the mercy of the divine mistress who
grants the utmost happiness to the immortal soul who rose
to her throne are clashed. Further in the ghazal burial mo-
tives combine not only with the elements of the love theme
represented with the motive of a joyful meeting, but also
with feast motives, the source for which was for Ansart the
traditional for the Arabs and the Persians poetry in the
genre of khamriyyar (wine lyrics). It is indicative that the
poet compares underground waters with wine and sherbet
defining them with the Qur’anic term “pure” or “purifying”
(tahiir) [11]. Besides, in this ghazal the images are organi-
cally inserted which are typical of seasonal poetry (descrip-
tion of spring) which was part of the canon of the classical
qgasida in Persian (flower garden, [scents] of the early
spring, a singing bird, heavenly gardens). The spring blos-
soming in the perception of the Near East poets was often
associated with heavenly grace. For example, Daqiqi begins
his poem about spring with the following bayt:

Oh, the idol, a paradise' cloud covered
The earth with the robe of the month of urdibihishi.

However, in Angarl's works seasonal figurativeness
gains a pronouncedly religious meaning as it is connected
with Qur’anic motives (bayt 7, 9, 10). Thus, the description
of spring, which in the court poetry represents a metaphor
of paradise, gains in AnsarT's poem a completed symbolical
meaning, communicating the posthumous spirits of the
hero.

Of special interest is the end of the ghazal in which the
symbolism of intoxication originated from the images of a

feast acquires a purely mystical sense. Ansari insists on the
spiritual, not a physical cause of this intoxication (contem-
plation of the beauty, listening to poems). It means that the
“divine” intoxication is as opposed to the actual conse-
quences of drinking wine as “divine” love is opposed to
physical lust. It is such interpretation of festive figurative-
ness that Ansari the preacher requires from his reader, as in
one of his didactic ghazals he directly warns a novice: “If
you are a Muslim, stay away from poisonous wine...” [12].

Turning back to the text of the ghazal “On the Day of
Death...” let us note that the interpretation of the divine
mistress image in this poem fully coincides with its devel-
opment in other ghazals where Ansari interprets love mo-
tives. The divine mistress is merciful and compassionate,
she pours the “rain of grace”, she feeds the soul of her be-
loved one with the life-giving beauty. Thus, the range of
motives adopted by Ansari from the tooling of secular love
lyrics, turns to be strictly limited. The poet includes in it the
motives of the mistress's favour and a happy meeting, trans-
ferring them from the sphere of relationships between peo-
ple into the sphere of relation between a man and a deity. In
the analyzed ghazal the procedure of transformation of a
motive from one object to another is not the only type of
transformation of the original motive; it is complicated with
the involvement of motives of love character into a poem
which belongs to the genre of lamentation. Despite the un-
expectedness of the artistic result, the “technical” opera-
tions performed by the author do not exceed the limits of
the devise fixed by the traditional theory of poetic adop-
tions.

As we can see, the transformation of a motive in
AngarTs lyrics can have keen forms which can not be lim-
ited to one type of alterations. Most eagerly the poet uses
transformation of a motive from one genre into another, and
this is not accidental. Indeed, if we view the development of
Stfi symbolism from the formal-poetological point of view,
this process can be interpreted as a consistent transmission
of motives of love (ghazal) and wine (khamriyét) lyrics, the
elements of praise (madh) and description (wasf) etc. into
the genre of religious-mystical lyrics, which the Iranians re-
ferred to as shi‘r-i ‘irfant. The latter is, in its turn, closely
connected with the bonds of succession with ascetic lyrics
(zuhdiyat) which Sufis filled with adoptions from
non-poetical genres (Qur’an, ahadith, etc.)[13). For the
sake of being fair we must note that this specific type of
adoptions was also regulated by the theory [14]. Thus, the
early stage of formation of Suff symbols is, first of all, con-
nected with the functioning of traditional motives in the
“far”, “alien” thematic surrounding (for example, the ele-
ments of love lyrics in a lamentation). It is the context
which attaches a principally new semantics to motives and
images. In Ansari's works different components of the love
theme do not always act as completely formed symbols.
Sometimes they are deprived of their symbolic nature and
are only aimed at broadening of the semantic and figurative
palette of STfT ascetic sermon which forms the semantic
dominant of Angarf's poetic heritage. This feature of mo-
tives and images transformed by Ansari is quite noticeable
not only in his poetry, but also in the prose. Exploiting
various possibilities of re-interpretations of motives, AnsarT
transfers certain typical “poetisms™ into his prose. AnsarT's
sermonic prose often represents poetic image or motive
developed in space and its transformation into an illustra-
tion to an edifying maxim. The poet makes it possible to
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transfer poetic motives into non-poetical genres, which be-
comes very popular in the following centuries. In this con-
nection let us quote a fragment from Ansarl's didactic prose
built on the use of elements of a “poetic” portrait of a
beauty:

“...our treacherous locks have been carried away by the
wind; and the tulips of our cheeks have been eaten by soil; the
curved eye-brows have disappeared and the daffodils of our
eyes have burst; the corals of our lips have been mixed with
dust and the pearls of our teeth have crumbled in the grave...
The bird of spirit has flown away from us and grief has grown
from our ashes: we are a didactic example for those born and
we are a [live] admonition for the passers-by” [15].

Angaris' adoptions from secular lyrical poetry are not
limited to the love lyrics sphere. In his ghazals we can find
different transformations of stereotypical forms of panegy-
ric (madh) and mockery (hajw), as well as the use of images
and motives adopted from descriptions of nature, including
the traditional part of Arabic gasida which contains a de-
scription of a travel in the desert (rahil). Due to a certain
author's purpose these various motives get specific charac-
teristics which unite them: transformed into the genre of
zuhdiyydt they become part of Siiff sermon and to a more or
‘less extent become subject to the process of symbolization
and are found in different from the original semantic lines.

The poetic heritage of ‘Abd Allah AnsarT demonstrates
individual thematic proportions, sophisticated transforma-
tions of popular motive determined by tradition and an out-
standing art of the medieval poet in concealing the adop-
tions. Speaking about his scientific exercises and the
sources of knowledge, AnsarT points to what constituted the
thematic palette of his poems:

“] knew by heart seventy thousand Arabic poems and a
hundred thousand Persian poems, the poems of the early poets,
as well as those of the more modern ones, and each of these
[poems] was an unprocessed peatl. In the mornings and in the

evenings I engaged myself with the reading of the Qur’dn, and
in the afternoon I studied... In the evenings (or at nights?) I
wrote ahadith in the light of a lamp... God granted me with
such mémory that T remembered everything my pen pro-
duced...” [16].

When mentioning along with the Qur'an and the
ahadith the poems of the “old” and “new” poets as a subject
of his studies, Angari not only places himself among the
connoisseurs of theological subjects, but also among the
masters of the poetic word, each of whom was initiated to
the preceding tradition by the means of his knowledge. The
similarity of the opening lines of the quotation cited above
with the famous essay by Nizami ‘Aridi Samarqandi
(12th c.) about the order of teaching poets is also indicative:

“... but a poet will never reach this stage [of mastery —
M. R.] if in his early youth he did not learn by heart twenty
thousand poems of his predecessors and if he did not read ten
thousand lines from the works of his contemporaries, and if he
did not constantly read the diwdns of the old masters and
comprehend how they overcame and solved all the difficulties
and refinements of a word...” [17].

This analysis demonstrates that the works of the Sufi
poets were based on the same sum of normative concepts as
the art of a court poet was. It was them that served as the
basis for the further formation of SGff poectics and the
enrichment of the existing theory due to it. The avaricious
use of the decorated poetic speech, the low “figurativeness™
of the early SGfi poetry can not serve as evidence to the fact
that it developed in isolation from the accepted poetic
canon which included practical skills of poetic art as well as
theoretical concepts. .

The poetological aspect of the Suff literary texts review
can make sufficient additions not only to the study of the
mystical fiction but also to the interpretation of some as-
pects of medieval poetic theory [18].
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PRESENTING THE COLLECTION

H. Omarov

THE QI_IR’[&NI(;_ MSS OF THE ORIENTAL MANUSCRIPTS FUND OF THE
DAGHISTAN INSTITUTE OF HISTORY, ARCHAEOLOGY AND
ETHNOGRAPHY: PRELIMINARY DESCRIPTION

Literary tradition and culture of Muslim peoples is in direct
connection with the Holy Scripture of Islam — the Qur’an.
People used to learn to read and write with the help of the
Qur’an as there were no ABC books. The Qur’an was the
most widely read and copied book in Islamic world. To
copy the text of the Qur’an at least once was considered a
piety and almost a duty of every believer if he was liter-
ate [1]. The study of the history of the Qur’anic copies' cir-
culation, its copying and formation of manuscript libraries
in Daghistan is subject to accumulation of factual material
(discovery of dated manuscripts and documents) and per-
fection of research methods.

The corpus of Arabic-Muslim manuscripts of the In-
stitute of History, Archaeology and Ethnography of
Daghistan Scientific Centre, Russian Academy of Sciences
(further THAE DSC RAS) has been collected during half a
century. Ca. 3500 manuscripts are accumulated here re-
flecting to a greater or lesser extent many directions and
stages of Arabic-Muslim culture of Daghistan from the
9thc. up to the beginning of the 20thc. Among them
43 copies of the Qur’an are kept, complete text and its large
fragments.

These copies contain no data to help study their design,
ornamentation, binding, calligraphy, etc., so any informa-
tion is necessary and useful.

It is highly possible that the oldest Arabic texts (in-
scriptions, separate fragments and whole books) which
were copied on the earlier stage of Islam expansion in
Daghistan were texts of the Qur’an. They are numerous.
Old copies of the Qur’an were written in a script close to
kaft. This must have been connected with the fact that the
copyists did not yet master a perfect script. Most often in
such manuscripts there is no indication of when or where
the copy was made, but, judging by the paper, the script and
other indirect evidence (for example, dated inscriptions)
they can approximately be dated to the 13th—15thec.
A. R. Shikhsaidov mentions the discovery of ancient copies
of the Qur'an copied in 626/1228—9 in the village of
Penjik (Tabasaranskii region), dated by 815/1413 in
Qumukh, dated by 889/1493 in the village of Shiri
(Dakhadaevskii region), dated by 922/1516—7 in the vil-
lage of Tpig (Agul'skil region), and also beautifully copied
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fragments in the village of Duldug (Agul'skil region) dated
by 1150/1689 with the name of the copyist — Miisd, son of
‘Umar from Qumukh.

The collection of the Qur’anic MSS was also replen-
ished with copies brought to the Institute from South and
Central Daghistan (Lezghin, Lag, Dargin villages).

The reason for absence of old copies of the Qur’an lies
in the fact that in North and North-West Daghistan mass
appearance of epigraphical monuments, which are consid-
ered indicator of wide distribution of Islam, refer to a later
period (16th—17th ¢.). The main centres where the greatest
number of the earliest copies both in the form of the full
Qur’anic copies and its large fragments in kzifT script and
decorated with various elegant ornaments, were preserved
are Akhty, Tpig, Burhankent, Derbend (Bab al-Abwab),
Qumukh,  Itsari, Kubachi, Urtsaki, Kalakoreish
(Qalaquraysh) and Jibakhni. It was in these settlements,
where the greatest number of burials of local saints, preach-
ers and readers of the Qur’dan was discovered. The burial
monuments and manuscripts are dated to the period prior to
14th c.

In this small review eight manuscripts of the Qur’an
which are kept in the fund of oriental manuscripts of IHAE
are presented. In their review and description we would like
to give material for discussion of periodisation questions of
Arabic-Muslim written language in Daghistan and its pe-
culiarities on the early stage of the Qur’anic MSS circula-
tion.

For example, the script of the Qur’anic fragments (in-
ventory No. 2578) can not be considered kifi in the full
sense of the word. This is rather semi-kzfi, and its later
analogues in some cases are close to naskh or even the sim-
ple script. It would be wrong to assume that kdfi in pure
form was not represented in Daghistan. This script can be
found in villages of South Daghistan on stone plates and
dedicatory inscriptions of the earliest period. Use of reading
signs is typical of the Daghistdn Qur’ans.

A peculiarity of early the Qur’ans' script is a deviation
from the kifi standard (for example, roundness in the curves
of several letters) as well as absence of strict horizontality
of lines. This can be seen by the examplie of the Qur’anic
script (inventory No. 2478) where at the beginning of sev




