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Introduction

This book is about the artistic culture of religious instruction of a mission-
ary world religion, which is now extinct—Manichaeism. More specifically, this
study explores the available textual and visual sources in search of historical
evidence about how the Manichaeans used works for teaching. The highly edu-
cated founder of this religion believed in writing down his wisdom to prevent
its adulteration. Thus, he wrote books, which became the canon of his Church.
He was also convinced that oral instruction of his doctrine would benefit from
images displayed as visual aids during his sermons. He used a pictorial roll
for this purpose. The original and the contemporaneous copies of that hori-
zontal handscroll do not survive. This study demonstrates that fragments of
later editions of Mani’s legendary volume of paintings are preserved—in the
form of solely pictorial handscrolls and solely pictorial codices—among
the artistic remains of the Manichaean religion. Moreover, select images
from the canonical picture books were adapted to other, non-canonical
objects. These objects include the murals and hanging scrolls that the
Manichaeans displayed on the walls of their temples (manistans), as well as
the mortuary banners and the illuminated service books they employed in the
course of certain rituals.

Religious art fulfills a great variety of spiritual and social-economical func-
tions, among which a devotional context of use is often primary. The surviving
remains of Manichaean art and the literature written about it, however, docu-
ment an exceptional preference toward an instructional use. As demonstrated
throughout this study, this approach toward what art is for was initiated by Mani
and subsequently carried forward by his disciples throughout Manichaean
history. When examined in light of literary evidence, the vast majority of
Manichaean art known today still exhibit strong didactic associations.

The formation of the Manichaeans’ didactic culture has never been explored
before, although it is well attested across their 1400-year history. Many details
of Manichaean history are lost. Its major phases, however, can be outlined as
follows (Figure 1). This religion originated in mid-third-century Mesopotamia
from the teachings of his founder, Mani (216—-274/277 CE). From there it spread
westward to the Mediterranean region, where it was persecuted to extinction
by the sixth and seventh centuries. Manichaean communities were known in
Iran and West Central Asia between the third and tenth centuries. Spreading
further east along the Silk Road, Mani’s teaching reached the realm of the
Uygurs, whose ruling elite adopted it as their religion between the mid-eighth
and early eleventh centuries. Appearing in China during the seventh century,
Manichaeism was present in the major cities in the Tang dynasty (618—907 CE),
surfacing in the historical records as the “Religion of Mani” (Ch. monijiao). For
a brief period that corresponded with the zenith of Uygur military might and
its political influence on the Tang, Manichaeism enjoyed imperial tolerance
and was propagated among the Chinese inhabitants of the capitals. Soon after
the fall of the Uygur Steppe Empire (840/841 CE), during the persecutions of all
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FIGURE 1 Phases of Manichaean history (3rd—17th centuries CE)

foreign religions from 843 to 845 CE, Manichaeism disappeared from northern
China. Its Chinese converts fled westward, to the territories of the sedentary
Uygur Kingdom (866-1209 CE) in the central Tien-shan and the Tarim Basin,
and to the Uygurs of Shazhou (Dunhuang) and Gansu; and southward to the
costal provinces of southern China. There, a Sinicized version of Manichaeism,
known as the “Religion of Light” (Ch. mingjiao), was noted until the early sev-
enteenth century mostly in Zhejiang and Fujian provinces.

Across this vast historical and cultural footprint, the survival of Manichaean
primary sources, which are the sources most likely to provide the most reliable
evidence about the practice of teaching with images, is limited. Manichaean
texts are known today only from three contexts. From Roman Egypt and North
Africa, portions of large papyrus codices and one miniature parchment codex
are preserved in addition to letters and other documents written in Coptic,
Greek, and Latin languages. From Uygur East Central Asia, the Manichaean
texts found in Kocho (Xinjiang Uygur Autonomous Region, China) and its
neighboring archaeological sites are all fragments, with the exception of some
intact manuscripts and letters from Bezeklik and Dunhuang (Gansu province,
China). They were written in Parthian, Middle Persian, Sogdian, and Uygur
languages, while only a few texts were in Chinese. Most recently, from Xiapu
County (Fujian province, China) nineteenth-century copies of Ming Chinese
Manichaean texts have been identified.! Similarly, the survival of Manichaean

1 This corpus of late Chinese texts was introduced to Manichaean studies by Xiaohe Ma at the
Seventh International Congress of Manichaean Studies (Dublin, 2009). For an overview of
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art is limited to four settings. From Sasanian Mesopotamia, Mani’s engraved
sealstone can be found today in the collection of the Bibliotheque nationale
de France in Paris. From Roman Dalmatia, an inscribed gravestone of a female
elect from the city of Salona is housed in the Archeological Museum in Split,
Croatia. From Uygur East Central Asia about one-hundred-and-ten fragmen-
tary works of art survive, including examples of book art, painted textile dis-
plays, and remnants of wall paintings, most of which are kept in two Berlin
collections. Finally, from Song-Ming Southern China, the currently known
examples of Manichaean art include one statue in situ as well as five complete
and three fragmentary hanging scrolls, the latter of which are preserved in one
Us and three Japanese collections.

Secondary and tertiary literature written by non-Manichaean authors also
discusses the Manichaeans’ artistic culture of religious instruction. Considering
them together with primary sources yields a significant body of sources (thirty-
five passages and forty artistic remains). While some of these sources have
been studied in connection with Mani’s Book of Pictures, they have never been
assembled and subjected to a systemic analysis. This study aims to do just that.

This study analyzes all currently known textual and visual sources on
Manichaean didactic art with respect to their diverse origins, and assesses what
they convey about this subject. Based on their historical context, the evidence
gained from these sources gradually reveals bits and pieces of the artistic cul-
ture of Manichaean religious teaching. The texts provide documentary infor-
mation about this practice, while the art objects retain the very images used
for religious instruction across Manichaean history—starting from mid third-
century Mesopotamia with Mani’s creation of the Book of Pictures and end-
ing in early seventeenth-century southern China, when the last Manichaeans
abandoned a manistan that contained a statue of Mani, whose iconography
had been used for teaching Manichaean doctrine.

History of Research

Mani’s legendary volume of paintings became a topic in Manichaean studies
in the late eighteenth century, when Persian historical accounts began to be
taken into consideration, supplementing the previous exclusively Latin-based
studies in this field. Latin polemical texts did not know about Manichaean
pictorial art—Augustine even noted the aniconic nature of the religion in the
form known to him.2 In 1760, Thomas Hyde was the first European scholar to
learn about Mani’s paintings, while studying a Persian dictionary (Farhang-i
Jahangirt, 1608 CE) made for the Mughal emperor, Jahanghir. Subsequently,
Gustav Fliigel in 1862 and Konrad Kessler in 1889 drew attention to other

them, as well as discussion of the contemporary survival of a folklore version of the Religion
of Light, including works of art, see Ma 2015, 228—258; and Wang and Lin 2015, 371-388.
2 See Augustine’s Contra Faustum in “Assessment” of Chapter 1.
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medieval Persian scholarship that, among various aspects of Manichaeism, also
discusses Mani'’s didactic images, such as Abu al-Maalt’s Religions of the World
(1092 cE) and Mirkhwand'’s Universal History (bef. 1498 CE).® In 1918, Prosper
Alfaric pointed out further examples of Persian literature that mention Mani’s
paintings and Mani’s skill as an artist.*

The subsequent discovery of Manichaean primary sources in the deserts of
Egypt and East Central Asia further contributed to this emerging topic. For
the first time, the Manichaeans could speak for themselves, and they not only
mentioned their founder’s collection of paintings but also included it among
their canonical books. During most of the twentieth century, remarks about
Mani'’s paintings were exclusively based on textual sources and remained dom-
inantly philological in nature. They were confined to brief discussions, often in
footnotes, in the critical editions of Manichaean texts published by the found-
ing fathers of modern Manichaean studies. In every case, merely the title of
Mani'’s volume of pictures drew attention, noted from Coptic texts by Schmidt
and Polotsky in 1933, Parthian texts by Andreas and Henning in 1934, and later,
in1952 by Haloun and Henning from a Chinese text that was discovered among
the manuscripts deposited in Cave 17 of the Mogao Grottos near Dunhuang.®
The only exception to this is the study of Peter Nagle, who provided a most
through assessment of the Coptic and Syriac sources in 1981. Until the second
decade of the twenty-first century, all scholarly discussions of Mani’s “Picture
Book” were based on the above data.b

During the twentieth century, art-historical scholarship about Manichaean
art was in no position to contribute to the study of Mani’s Book of Pictures
due to multiple obstacles that this field of study had to face. The most press-
ing problem was the lack of a securely identified artistic corpus. Manichaean
artistic remains were discovered from East Central Asia; but since they were
found together with Buddhist and Syriac Christian remains, their identifica-
tion was not self-evident. The studies of “corpus-formation” took about ninety
years. Albert von Le Coq was the first to identify Manichaean art in 1913 and
1924. His work was continued in 1962 with Mary Boyce’s catalog of manuscript
fragments in Manichaean script, which listed a handful of previously unnoted
illuminated pieces. In 1997, this author conducted a project that doubled the
number of securely identified artistic fragments, and subsequently published
a new catalog of Manichaean art from Berlin collections in 2001. Chhaya
Bhattacharya-Haesner in 2003 and Jorinde Ebert in 2004 identified a few addi-
tional painted silk fragments as Manichaean from the Berlin collection, now
known as the Asian Art Museum (Museum fiir Asiatische Kunst). The result
of these works is a securely identified corpus of Uygur Manichaean art, which

3 Hyde 1760, 282—283; Fliigel 1862, 38; and Kessler 1889, 210, 370ft. and 377ff.

4 Alfaric 1918-19, vol. 2, 41; also see Klima 1962, 326 and 349.

5 Andreas and Henning 1934, 858 and 862; Henning 1937, 9; Schmidt and Polotsky 1933, 45 note
3; Polotsky 1934, 18 and note a; as well as Haloun and Henning 1952, 209—210, note 4.

6 E.g.:Klimkeit198z2, 2; Lieu 1992, 175 and 276; Sundermann 2005, 373—384; Tardieu 2008, 43—44.
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consists of art produced and/or used by the Manichaeans of Kocho prior to
1024 CE under the rule of the Tien Shan Uygur Kingdom (866-1209 CE).

Another obstacle to learning about the Book of Pictures in light of visual
sources during the twentieth century was the exclusive focus on iconography
in Manichaean art studies. For close to an entire century, the few publications
that appeared on Manichaean art focused on what the paintings showed—
their iconography. This area of art history is the study of the symbolic connota-
tion of motifs that communicate the subject matter in representational works
of art. In Manichaean studies, the goal was to explain pictorial content in light
of analogous subjects discussed in passages of Manichaean texts. This icono-
graphic approach guided the work of Hans Joachim Klimkeit, who made the
only attempt to be comprehensive in his Manichaean Art and Calligraphy in
1982. But even that project was designed as a catalog, in which all images were
discussed one-by-one, with no interest in a thematic synthesis.

A methodological shift came with the turn of the century. In 2005, a new
body of visual evidence became available, when all Manichaean illuminated
manuscript fragments were subjected to a codicological assessment. The artis-
tic sources remained the same; it was the method of researching them that
had changed. Developed for the study of Byzantine and early Christian man-
uscripts, codicology is an effective research tool that takes an archeological
approach to its subject. Previously in these fields, manuscripts were studied in
parts. Their components were artificially separated from one another and from
their physical contexts: their design, text, calligraphy and scribal decoration,
illumination, cover, and the many functions they fulfilled, were all considered
by different experts working in isolation from one another. Codicology has
taken hold since the 1970s as an approach that requires seeing the illuminated
handwritten book in its entirety—as one work of art. Although ironically not
a single intact Manichaean book was recovered from Kocho, the all-inclusive
nature of codicology boosted the research of Manichaean art, the vast major-
ity (about 70%) of which derives from fragments of illuminated manuscripts.
Studying these fragments in this way helps scholars to understand better the
once intact works of art to which they originally belonged.

For the first time in Manichaean studies, codicology put the whole object in
focus—books with paintings instead of just “miniatures.” Codicology showed
that each paper fragment derived from one of three formats (codex, hand-
scroll, or pustaka), some of which were horizontally oriented and solely pic-
torial codices or handscrolls. In contrast, the vast majority of the fragments
derived from vertically oriented illuminated manuscripts, most of which con-
tained either ritual images (such as depictions of the annual Béma celebration,
alms service, or a royal conversion) or didactic images (such as icons of deities
and diagrams of soteriology and prophetology) painted next to liturgical texts
(such as blessings, hymns, or parables). In all three of these book formats, text
and image were combined within the same book and the illuminations were
systematically painted sideways (that is, at a ninety-degree angle) in relation
to both the physical make of the manuscript and the alignment of the text
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for reading. Moreover, in these manuscripts the illuminations did not depict
subjects that matched the topic of the contiguous texts. Thus, even though
the text and the image were next to one another, they remained independent
from each other in these illuminated books.” Codicology was a good method
for discovering these surprising facts, but it could not be used to find out the
reasons behind them: Why did the Uygur Manichaean community need illumi-
nated books? Why was the vertical codex their preferred format? Why did the
illuminations not show what the texts discussed? Or vice-versa: Why did
the texts not comment about the paintings? And most pressingly... Why
were the images painted sideways? A different methodology is needed for
answering such questions. Codicology, however, was essential for understand-
ing some basic facts about the later history of Mani’s legendary paintings. It
proved, for example, the survival (although fragmentary) of picture books
from the Uygur era. Moreover, it showed that the didactic illuminations of
Uygur liturgical manuscripts (which neither “illustrated” their texts, nor were
aligned with them) could not have originated in the context of their codices
and pustakas. They most likely derived from an originally solely pictorial con-
text, such as Mani'’s Book of Pictures.

Another boost to the research of Uygur Manichaean art that paved the
way for the current study was the introduction of digital imaging technology
to Manichaean scholarship. Digital imaging is the collective term for vari-
ous computer-based illustration tools that can show the findings of visually
based research. Its application faces significant hurdles, since it requires col-
laboration with digital imaging experts and the securing of grants to finance
the cost of their labor. During the early twenty-first century, digital imaging
started to be employed in Manichaean studies in three ways. In 2000, the first
line-drawn diagrams of illuminated manuscript fragments were published in
order to illustrate the fragments’ codicological data and the interpretation of
that data. In 2009, the first digital restoration of a faded book painting was
published in order to bring out the preserved, but otherwise hard-to-see,
iconographic content. In 2015, the first virtual matching of the fragments of a
Chinese Manichaean silk painting was published in the festschrift honoring
Yutaka Yoshida on his 6oth birthday. Based on the analysis of the visual data
preserved in the three fragments, an argument could be put forward for their
precise alignment, based on which their original integrity could be restored
on the computer screen (and subsequently in print) without impacting the
actual object.®

The discovery of a new group of Chinese Manichaean visual sources shook
up Manichaean studies and the research of Mani’s legendary volume of paint-
ings. This small but well-preserved corpus consists of five complete and three

7 See Guldcsi 20053, 183-188.

8 See Guldcsi 2000, 287-325; 2009¢, 145-168; 2015b; forthcoming, 2016b, forthcoming; and
Yoshida 20154, Plate 13 where the two upper fragments are shown digitally placed next to one
another.
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fragmentary silk hanging scrolls, seven of which are housed in Japanese col-
lections and one in California in the Unites States. Since their visual language
reflects the norms of late medieval Chinese religious art (best known from
Buddhist and Taoist paintings), the Manichaean identification of many of
these hanging scrolls required in-depth studies. This work started in 2006 with
a soteriological painting first hypothesized to be Manichaean by Takeo Izumi
in Kokka, which was affirmed based on an iconographical argument by Yutaka
Yoshida in 2009 in Yamato Bunka. The work continued with a second painting,
an icon of Jesus, identified as Manichaean in 2009 on art-historical grounds
in Artibus Asiae by the author of this book. Independently, Takao Moriyasu
explored the Chinese Manichaean historical setting of this image to support
the plausibility of its identification as a Manichaean image of Jesus in his
contribution to the festschrift honoring Johannes van Oort on his 6oth birth-
day. Soon after, these two hanging scrolls were displayed at the Metropolitan
Museum of Art in New York and discussed by Denise Leidy in the accompany-
ing publication.® In 2009 at the Seventh International Congress of Manichaean
Studies held in Dublin, Yoshida connected the rest of the silk paintings known
at the time from Japan to the Chinese Manichaean corpus, including an icon
of Mani, one possibly complete and two fragments of narrative scenes depict-
ing missionary activities and Mani’s birth, as well as, what turned out to be,
the three matching fragments of a monumental diagram of the Manichaean
universe.l? Most recently, Miki Morita identified yet another fragment of a
Chinese Manichaean hanging scroll in the Asian Art Museum in San Francisco,
which shows especially close ties to one of the Japanese fragments.!!

The hypothesis that these paintings have canonical roots has started to be
discussed in two distinct ways soon after their discovery.’> One approach was to
point out the didactic nature of these hanging scrolls, which this author began
in 2008 in connection with the soteriological painting and continued in 2015
with the cosmological painting in collaboration with Jason BeDuhn. The other
approach was to equate these paintings with a Chinese version of Mani’s Book
of Pictures. First, Yutaka Yoshida raised the latter thesis in connection with the
cosmology fragment in his Dublin lecture in 2009 (see Fig. 5/14). Soon after,
Gabor Koésa explored a similar claim, which appeared in print in 2013. In both
cases, the core argument was based on the correlation of Manichaean doc-
trine as depicted in the thirteenth/fourteenth-century Chinese painting with

9 See Izumi 2006, 1-17; Yoshida 2009a, 1-15; Yoshida 2009b, 697—714; Gulacsi 2009a, 91-145;
Moriyasu 2011, 339—360; and Leidy 2010, 87-127.

10  See Yoshida 2015b, 389—398. For an illustration of these images, see Fig. 5/12, below.

11 This publication is forthcoming in Orientations in early 2016.

12 There are many other important recent studies of Chinese Manichaean art, which are not
directly related to the subject of Mani’s Book of Pictures. These include Furukawa 2009,
2011; Ebert 2009, 2015; Gulacsi 2009, 2010, 2015; Yoshida 2009, 2010, 2015; as well as Késa
2011, 2013, 2015; and Izumi 2015. Additional publications are forthcoming by Késa, Ma, and
Yoshida in the yet-to-be-published proceedings of the Eighth International Congress of
Manichaean Studies held in London, in 2013.
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early Manichaean literature, including Coptic accounts translated sometime
during the fourth century from even earlier Syriac originals. There is a strong
desire in Manichaean studies to explain this remarkable connection by sug-
gesting that the Chinese Manichaean image of the cosmos belongs to an East
Asian version of Mani’s Book of Pictures. A great variety of sources explored
in this study, however, indicate that the question is more nuanced than that.
Explaining what this painting is in relation to Mani’s Book of Pictures must take
into account the surviving evidence about the overall history of transmitting,
adapting, and excerpting the canonical collection of images in the artistic cul-
ture of religious instruction among the Manichaeans.!3

In order to understand the complex history of Manichaean canonical paint-
ings, it is essential to consider data about Mani’s Book of Pictures from textual
sources. Two sets of studies with this approach began to appear from the end
of the twentieth century. Firstly, in 1997, Takao Moriyasu experimented with
connecting a text about the origin of Mani’s Book of Pictures with a scene in a
damaged Uygur Manichaean illumination preserved in London. The text was a
Chagatai-era polemical story that described Mani making a deceptive box-like
object, which he claimed to be a heaven-sent book. The painting was a poorly
preserved illumination, which contained a hard-to-see rectangular shape next
to a high-ranking figure. At the Fifth International Congress of Manichaean
Studies held in Naples in 2001, this author looked into the possible tie between
the “picture box” of the Chagatai story and its supposed depiction. The box
theme in the story proved to be a clever way to exaggerate the deceitfulness of
a false prophet in an Islamic context; while the boxy shape in the Manichaean
painting could be shown to be the red underdrawing that outlined a stepped
dais in what proved identifiable as a Bema Scene, similar to what is retained
fully painted in another version of a Béma Scene preserved in Berlin.'#

Secondly, at the same conference in 2001, Werner Sundermann presented
a philologically based study about the Ardhang. He considered the surviving
content of the “Sermon on the Ardhang” (Parth. Ardhang Wifras) in relation to
an ambiguous characterization of the format of Mani'’s Book of Pictures (Parth.
Ardhang) in an Islamic polemical account as a “book with pictures,” which
might be taken to mean an illuminated manuscript (i.e., an illustrated text).
Professor Sundermann’s argument stemmed from the fact that the Ardhang
Wifras fragments are not illuminated, nor do they discuss any images. This dis-
crepancy led him to hypothesize that the Ardhang might not have been the
Parthian title of Mani'’s Book of Pictures, but the title of another book of Mani.
At the Sixth International Congress of Manichaean Studies held in Flagstaff
in 2005, this author presented a pilot study of the current project to con-
sider all the available textual and pictorial sources on Mani'’s Book of Pictures,
which was published with a delay in 2011. Subsequently, I assessed Professor
Sundermann’s data in light of the rest of the textual sources on this subject

13 See Yoshida 2015b, 389-398; and Kdsa 2013, 49-84.
14  See Moriyasu 1997, 41-73; Gulacsi 2005b, 149-166.
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and came to a different conclusion—Mani’s Book of Pictures was a solely pic-
torial book and the Ardhang Wifras was written to aid the didactic use of its
paintings. In 2012, I shared with Professor Sundermann the further evidence
in favor of the previous understanding of the Ardhang as the Parthian title
of Mani’s canonical paintings, and he most graciously acknowledged that his
previous doubts were settled. Soon after, Professor Sundermann passed away,
and I was able to pay homage to his mentorship by publishing a contextual-
ized codicological study of the largest Ardhang Wifras fragment (M 8255) in
his memorial volume, which is planned to appear after much delay in 2016.
That study demonstrated that the text of the Ardhang Wifras was not written
in the full prose of a sermon script, but instead as a set of teachers’ notes that
contain references to similes and parables that could be brought up as needed
during an oral sermon (Wifras) given on the images of Mani’s Book of Pictures
(Ardhang). Therefore, the Parthian Manichaean title, Ardhang Wifras, in itself
is evidence about the practice of giving sermons based upon Mani’s canonical
images.!>

The final set of studies that paved the way for recovering the story of Mani’s
canonical paintings started to demonstrate that some Manichaean works of
art were designed to be used primarily as instruments of religious instruction.
The Manichaean case is a prime example of a pan-Asiatic phenomenon that
Victor Mair called “picture recitation” and “storytelling with pictures.” In 1988,
Mair surveyed historical and ethnographical data across the Asian continent
(including Manichaean data) to find the ancient Indian origin of the picture
storytelling practice that first appeared in China during the Tang dynasty (618—
907 CE) and subsequently spread across East Asia in both secular and religious
settings. In 2006, Ikumi Kaminishi explored the history of the Japanese ver-
sions of “storytelling with pictures” (Jp. etoki), which first appeared in Japanese
sources in the tenth century. Since etoki is still offered today in some Pure
Land Buddhist temples, Kaminishi was able to supplement textual and visual
sources with participant observations of religious instruction conducted with
vertical hanging scrolls and horizontal handscrolls (Figure 2). Writing from an
art-historical perspective, she drew attention to the didactic function of reli-
gious art.16

The work of contextualizing the Manichaean artistic culture of religious
instruction is in its infancy. In 2008, in the festschrift honoring Takeo Moriyasu
on his 6oth birthday, this author pointed out that the two formats noted by
Kaminishi are also attested among the Uygur-era remains of Manichaean didac-
tic art. In 2011, also this author explored some comparative non-Manichaean
examples, tracing back the historical evidence from tenth-century East Central
Asia all the way to third-century Mesopotamia. The goal of that study was to
show that other religions also used images as visual aids to illustrate teachings,
and thus to initiate seeing the Manichaean case in its broader art-historical

15  See Sundermann 2005, 373—384; Gulacsi 2011, 233-262; and 2015¢, forthcoming.
16 See Mair 1988 and Kaminishi 2006.
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a. Pointing to scenes of a hanging scroll. Etoki performance at b. Moving between scenes of a handscroll. Etoki performance
Saiko-ji, Nagano prefecture, Japan (Kaminishi 2006, Fig. 5/2) at Dojo-ji, Wakayama prefecture, Japan (Mair 1988, plate 6)

FIGURE 2 Modern examples of teaching with images in Japanese Pure Land Buddhist temples

and religious studies contexts (Figures 3 and 4). While contemporaneous East
Central Asian Buddhist examples of horizontal pictorial handscrolls and verti-
cal hanging scrolls were preserved at the repository of Cave 17 at Dunhuang,
earlier Buddhist examples are attested through depictions, for example, on a
mural from seventh-century Kizil and a stone relief carving from third-century
Kushan Gandhara.!”

The most important comparative examples for contextualizing the origin
of Manichaean didactic art come from third-century Mesopotamia. They
were made and used just about a ten-day walking distance (ca. 270 miles =
430 km) north of where Mani lived. At that time, on the Roman side of the
Sasanian border, there was a trading town known today by a combination of its
Aramaic and Hellenistic names, hyphenated as Dura-Europos. The archeologi-
cal remains discovered from this site famously preserve didactic images, which
constitute visual libraries made to depict teachings from the scriptures of the
two other religions of the book active in Mesopotamia at the time (Figure 5). A
Jewish case of such a visual library is found on the walls of a synagogue, which
contained about sixty mostly narrative scenes from the Hebrew Bible. They
were arranged next to one another, separated by frames, and encircled the
meeting hall in three horizontal registers. These images were most certainly
referenced during instruction. A Christian case of a similar visual library came
from the baptistery room of a church, the walls of which were covered with

17 See Gulacsi 2008, 1-16; and 20113, 233—262.
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a: Mural depicting a cloth painting with
the four major events, Kizil, 7th century, ca. 10th century, details, British Museum, London
Museum of Asian Art, Berlin

FIGURE 3 Buddhist didactic images documented from yth—1oth-century East Central Asia (after Gudcsi 20m1a)

a: Scenes from the life of the Buddha, b: Scenes from the life of the Buddha, schist, Gandhara, Kushan Empire, 1st-3rd century,
schist, Gandhara, Kushan Empire, Arthur M, Sackler Gallery, Washington DC
2nd century, Cleveland Museum of Art

FIGURE 4 Buddhist didactic images documented from 2nd/3rd-century Gandhara (after Gudcsi 20ma)
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a: Painted synagogue, tempera on plaster, Dura-Europos, b: Painted baptistery, tempera on plaster, Dura-Europos,
Roman Empire, ca. 240 CE, Damascus National Museum Roman Empire, ca. 240 CE, model copy, Yale Univ. Art Gallery

FIGURE 5 Canonicalvisual libraries documented from grd-century northern Mesopotamia (after Gudcsi 20ma)

narrative scenes from the life of Christ. During this early era of Christianity,
baptism was held mostly for adults, and thus it is conceivable that the rites pre-
formed in this baptistery included a didactic component. These images derive
from a harmonized account of Jesus’ life—such as Tatian’s Diatessaron—the
version of the Gospels that was used until the sixth century in Mesopotamia
and Syria, including by Mani and his followers. Such comparative examples are
essential to better understand a lost world, where oral instructions of religious
teachings were routinely supplemented with didactic images. Manichaeism,
however, was the only religion to ave a canonical set of paintings. In a picto-
rial volume that was attributed to Mani, these paintings were stored together
with the rest of the Manichaean canonical books.

Structure of Research

An analytical study of textual and visual sources is required for this project.
Many of these sources have been considered in a variety of publications with
a variety of aims, but never before have they been collected together and
exposed as a group to a methodology that systematically subjects them to a
specific set of questions. The goal is to assess the evidence they contain about
the history of the artistic culture of religious instruction. Accordingly, this proj-
ect is organized into two parts. The textual sources are in the focus of Part 1 as
the foundation for the study of the visual sources in Part 11.
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TABLE 1  Textual sources of this study

TEXTUAL SOURCES ON MANICHAEAN DIDACTIC ART

(Primary, Secondary, and Tertiary Texts)

Y | \

TEXTS ON DIDACTIC ART TEXTS ON TEACHING WITH ART TEXTS ON DOCTRINE
Passages about Passages about Passages about
Mani's Book of Pictures the Manichaean practice of early Manichaean doctrine
and other art used for teaching teaching with art without mentioning any art
Textual Sources

Historical writings contain three different kinds of data about Manichaean
didactic art (Table 1). Some writings explicitly discuss Mani's Book of Pictures
and others mention the practice of teaching with images. Both such refer-
ences document didactic art among the Manichaeans. Again other texts do
not mention any art but explain doctrine, some aspects of which are depicted
in visual sources. The latter passages are most valuable for understanding the
Manichaean meaning of pictorial content when the texts are from the same
communities that made and/or used the art. This, however, is rarely the case.
In many instances, the surviving texts are significantly earlier than the art.
Nevertheless, the demonstrable continuity of some of this later art with Mani’s
original Book of Pictures provides a historical link to the didactic meaning
noted in earlier texts.

The documentary value of the textual sources depends (at least partially)
on their temporal and cultural closeness to their subjects. Their classification
as primary, secondary, and tertiary sources reflects proximity. Primary texts are
written by Manichaeans for use within their religion. There is only one case of
apologetics pertinent to this study, when the author writes about his Church
to a non-Manichaean audience (Compendium). Secondary texts are written
by non-Manichaean authors with first-hand knowledge of Manichaeism, who
take a polemical or a scholarly interest, neither of which inherently proves or
compromises the accuracy of their data. In contrast, tertiary texts are written
by authors removed from a still-living Manichaean religion, with no access
to primary sources. At best, their data relies on accurate secondary accounts.
But often these tertiary texts involve imagining the canonical art of an ancient
religion preserved at remote and exotic places, such as China, based on the
formats of pictorial art in the authors’ own times.!8

18  Outside of Manichaean art, Mani is depicted in late mediaeval Persian painting.
Sometimes, he is portrayed as a great painter. In other scenes, Mani is shown as a
prophet discussing his teachings in Shapur’s court or, the day after his death, when
Mani’s corpse was skinned in Bahram’s prison and his remains were displayed at a city
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Accordingly, Part 1 of this study considers thirty-five passages that either
discuss Mani's Book of Pictures or contain references to teaching with images
among the Manichaeans. Based on their languages and cultural contexts, they
are organized into four groups that constitute the first four chapters of this
book. These four chapters are structured identically.

Firstly, each passage is surveyed and analyzed. After a brief introduction that
contextualizes their authors and the books to which they belong, the passages
are searched for six kinds of evidence they may contain about the canonical
art of the Manichaeans. (1) Their data on designation concerns the titles and/
or common nouns they use for Mani’s own collection of images, the canoni-
cal volume of paintings, or any other kinds of art used for teaching. (2) Their
data on attribution regards explanations given about the intellectual or artistic
authorship of the paintings. (3) Their data on dates concern direct or indirect
references to the time associated with the origin or continued use of didac-
tic art among the Manichaeans. (4) Their data on appearance provides infor-
mation about how these paintings looked, including their painting mediums,
but also their materials, sizes, and any other remarks about formal qualities.
(5) Their data on content informs us about what the art showed, including their
subject matter, individual figures, or iconographic details. Finally, (6) their data
on function regards information on how these works of art were used.

Secondly, in these four chapters, the body of evidence provided by each
group of passages is assessed as a whole based on the above six criteria. The
goal is to understand the nuances of their evidence specific to a distinct phase
of Manichaean history and without mixing unrelated cultural contexts. Such
a culture-specific understanding gained from the textual sources is essential
for the analysis and interpretation of the visual data of the physical remains
of Manichaeans didactic art, as well as the developmental stages in its overall
history.

Separately from the texts about Mani’s Book of Pictures and the prac-
tice of teaching with images, a third kind of texts—passages about Mani’s
doctrine—are considered in connection with the subject repertoire and ico-
nography of the artistic remains in Chapter 6. Excerpts from such literature
are employed to define the core topics of Mani’s teaching as documented by
the canonical texts and other writings of this religion. They concern teachings
about dualism, soteriology, prophetology, theology, cosmology, and mythic
history, all of which are conveyed in visual forms in the didactic art of the
Manichaeans.

gate of Gondeshapur. Such fourteenth-to-sixteenth-century examples of Islamic art are
far removed from the primary sources of this study. Nevertheless, due to the heritage
they share with the tertiary textual sources about Mani’s paintings, they are noted in the

assessment section of Chapter 4 (see Figs. 4/1-4/3).
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TABLE 2 Artistic sources of this study

PHYSICAL REMAINS OF MANICHAEAN DIDACTIC ART

(Icons, Diagrams, and Narrative Scenes Preserved on Various Objects)

Y | \

CANONICAL IMAGES MODIFIED CANONICAL IMAGES NON-CANONICAL IMAGES
Preserved in Uygur Preserved on Uygur wall paintings, mortuary Preserved in Chinese sculpture and
editions of Mani's banners, illuminated liturgical manuscripts, depicted sculpture, and on Uygur

Book of Pictures and on Uygur and Chinese hanging scrolls and Chinese hanging scrolls
Visual Sources

The visual sources of this study are Manichaean didactic images found in pri-
mary works of art; that is, they were made and used in Manichaean communi-
ties. Based on their closeness to Mani’s original collection of paintings, they fall
into three categories (Table 2). Since none of the first-generation of the Book of
Pictures survives, the fragments that are closest to them derive from Uygur edi-
tions of picture books that were made some six to seven centuries after Mani’s
time. They retain parts of individual paintings, which are the only surviving
examples of the Manichaeans’ canonical images currently known. At a second
degree of distance stand altered versions of canonical images adapted to vari-
ous non-canonical objects, such as wall paintings, hanging scrolls, mortuary
banners, and illuminated liturgical manuscripts. In this study, they are labeled
as “modified canonical images,” or more precisely as “modified versions of
select canonical images.” The third category includes non-canonical images
(painted or sculpted icons of Mani and narrative scenes depicting Mani’s life).
The didactic functions of such non-canonical images are also documented,
although they themselves were not contained in Mani's Book of Pictures.
Therefore, they, too, are of interest in this study.

In terms of their pictorial genre, Manichaean didactic images can be icons,
diagrams, or narrative scenes, all of which are attested in connection with
Mani'’s Book of Pictures. Icons are majestic depictions of deities—divine “por-
traits” that focus on a god, enthroned on a dais or a lotus seat, enclosed in a
halo and a mandorla, depicted in frontal view and at the center of a mirror
symmetrical composition. The term “icon” is borrowed from the terminology
of Christian/Byzantine and Buddhist studies, where icons denote objects pri-
marily associated with devotional practices. In the Manichaean context, icons
served thisritual function; but they also played a further didactic role. Diagrams
are symmetrical depictions of groups of figures arranged to reflect their hier-
archical status and/or spatial relationship. This term is used for explaining the
meaning of the Sanskrit mandala in studies of Indian religions (Hinduism,
Buddhism, and Jainism). The culturally neutral choice of “diagram” in the
vocabulary of this project is intended to reflect that such designs existed before
Buddhist artistic influences started to impact Manichaean art during the Uygur
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era. The third term, “narrative scene,” is used in this study to connote images
that depict a story either by showing a single event or a sequence of events.

An image in itself, however, is not the full work of art. The image belongs
to an object made with an aesthetic intent for a specific religious purpose.
The material aspects of art provide critical information about the didactic cul-
ture of the Manichaeans otherwise not documented in the sources. Physical
remains of such art survive from Uygur East Central Asia, dating from between
the mid eighth and the early eleventh century, and from Song-Ming southern
China, dating from between the twelfth/thirteenth and fifteenth century.!
They include fragment of picture books, wall paintings, hanging scrolls, sculp-
ture and depicted sculpture, mortuary banners, and illuminated liturgical
manuscripts. These are the Manichaean works of art, on which the didactic
images of the Manichaean religion were displayed. These objects fulfilled a
variety of functions, including directly facilitating teaching and learning or
indirectly reinforcing the teachings appropriate for the occasion of their use.

Accordingly, Part 11 of this book focuses on forty Manichaean didactic
images, identified from their presence in the distinctive format of picture
books, or based on subjects noted in textual sources in connection with either
Mani'’s Book of Pictures or the practice of teaching with images. With just a few
exceptions, all of the images are fragments that survive with various degrees of
damage. Issues of their conditions make their study complicated and neces-
sitate careful analyses. Therefore, they are subjected to a dual examination: a
study of their materiality and a study of their content.

Firstly, their materiality—that is, the format and preservation of the works
of art to which the forty images belong—is assessed in Chapter Five. The
images appear in six kinds of objects: picture books, wall paintings, hanging
scrolls, sculpture, mortuary banners, and illuminated liturgical manuscripts.
(1) The picture books are solely pictorial horizontal handscrolls or solely pic-
torial, horizontal codices. In their original condition, they contained full
sets of Mani’s authored canonical paintings. Only a few scenes survive today
from copies of Mani’s collection of canonical pictures that were made and/
or used during the Uygur era in tenth-century Kocho. The images of these
books constitute the canonical images of the Manichaeans. The last textual
record known today about the existence of such a picture book is from twelfth-
century Wenzhou in southern China. Five other objects preserve modified
versions of select canonical images. (2) The wall paintings adapt images to a
mural format on the surfaces of plastered walls. (3) The hanging scrolls are

19  Arguing for the dates of individual Manichaean works of art is beyond the scope of this
study. An overview concerning the dates of the Uygur fragments of picture books and
illuminated service books was provided in connection with their codicological study (see
20054, 39—58). A dating study (conducted based on a radiocarbon-dated illuminated bifo-
lio and its association to the hand of the same artist on four additional illuminated frag-
ments) proved that the West Asian (“Persian”) and Chinese styles of Uygur Manichaean
art coexisted in Kocho during the tenth and early eleventh century (see 2003, 5-33).
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silk paintings that are suspended on a vertical support and could be rolled up
for storage. (4) Sculpture is only attested among the Manichaeans as three-
dimensional icons of Mani, conveyed either as freestanding statues or relief
carvings. Located within the main halls of Manichaean temples, such images
not only furnished a ritual space, but they are also noted in textual sources
as didactic works of art. Thus, they constitute non-canonical didactic images.
(5) The mortuary banners are double-sided versions of hanging scrolls made
from plastered ramie. Their pictorial contents suggest that these banners were
used in some mortuary contexts, such as vigils or various rites connected to
funerals. (6) The illuminated service books are codices or palm-leaf formatted
books that contain various texts supplemented with one or a few paintings.
They are attested only from among the Manichaeans of Kocho.

Secondly, the content of the forty images, that is, their subject matter and
iconography, is analyzed and interpreted in Chapter 6. This time around, the
image itself is in the focus. The images are grouped based on their didactic
themes, documented in the textual sources in connection with either the
canonical collection of images or teaching with images. This approach reveals
five didactic themes. (1) Images of soteriology depict subjects such as the sal-
vation of the light, the salvation of the elect, and the salvation of the laity.
(2) Images of prophetology regard the human messengers of God, depicting
subjects such as the Four Primary Prophets of Manichaeism and the Light
Mind, the life of Jesus, and the life of Mani. (3) Images of theology concern
the divine messengers of God and thus, include subjects such as the icon of
the Light Maiden, the icon of the King of Honor, the icon of an unidentified
deity, the icon of Jesus, and the icon of Mani. (4) Images of cosmology consider
subjects such as the structure of the universe, Mani as a visionary witness to
components of the universe, and various fragments of other unidentifiable
cosmological subjects. Finally, (5) images of mythic history concern various
subjects depicted from Mani’s Book of Giants.

Illustrating Forensic Art History

Mlustrations are essential for books on art-historical research. In this study,
a unique challenge presents itself, since almost all Manichaean works con-
sidered in this book are fragments. The critical data preserved in these frag-
ments is often hard to see even in person, let alone in photo reproductions.
Their assessment requires detailed art-historical analyses before one is able
to reach basic interpretations that are taken for granted in most areas of this
discipline—so much so, that this kind of work maybe best labeled “forensic art
history.” This approach aims to recover and record art-historical data pertain-
ing to the intact condition and overall design of damaged works of art. The
communication of such research requires a variety of specialized illustrations.
Therefore, in addition to the usual maps and photo reproductions, this book
relies on tables, diagrams, analytical line drawings, and digital restorations as
indispensable components of art-historical scholarship.

17
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Tables are used for surveying and organizing large amounts of data, both
visual and textual. The tables become especially handy in Part 1 of this book.
The six-point analysis of each passage is illustrated in a small table that follows
the quote of the passage. In turn, one large table provides an overview of the
data in the assessment of each text group. This type of large table shows all the
available culturally specific evidence about designations, attributions, appear-
ances, contents, functions, and dates conveyed in connection with Mani’s Book
of Pictures and other art used for teaching among the Manichaeans. In Part 11,
both chapters begin with similar large tables. At the start of Chapter 5, two
tables correlate the textual data about format with similar data attested among
the physical remains. Analogously, at the start of Chapter 6, two such tables
focus on what is known today about the pictorial content of Manichaean
didactic art based on the textual sources and the physical remains.

Analytical line drawings are precise digital outlines that show the attested
original formats of fragmentary works of art. They illustrate the evidence
retained by the surviving portions of the objects about their lost parts, which
otherwise would be obvious only for specialists who routinely work with
the materiality of similar objects. Such analytical line drawings are found in
Chapter 5, where the format and preservation of the objects, which contain the
forty images that are the focus of this study, are assessed. They are especially
useful for illustrating the physical contexts of didactic illuminations on the
fragmentary folia of liturgical manuscripts. They allow one to see the otherwise
hard-to-visualize fact that in the Uygur Manichaean service books the images
were painted at ninety-degree angles in relation to not only the texts, but also
the overall design of the codex (or pustaka) formats of their manuscripts.

Digital restorations aim to bring out hard-to-see but otherwise preserved
visual data that is essential for the study of the iconography and composition.
This technique is used most sparingly in this study. It is applied only in con-
nection with three Uygur images (an icon of the Light Maiden, an icon of Jesus;
and a image narrating the salvation of the light; see Figs. 5/25, 5/26a, and 5/31).
The digital restoration of these Uygur images is argued step-by-step in previous
publications.2®

Discussing Manichaean Didactic Art

Art historical studies require a specialized vocabulary. Writing about the
didactic art of the Manichaeans is particularly complicated, for it involves
the study of historical texts written in a great variety languages. These texts
not only have their own cultural-specific ancient and medieval vocabulary,
but also they must be accessed through modern translations that align terms
of the source languages with academic English. The multitudes of text and
their translations introduce a confusing array of synonyms. Thus, this study

20 See Gulacsi 2009¢, 145-168; and 2016b, forthcoming.
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necessitates the employment of otherwise self-evident common nouns and
adjectives with specific connotations. They include:

Book of Pictures

book

picture book
canonical

doctrinal

didactic

image

—the title of one of Mani’s canonical works that contained
didactic images used by Mani for supplementing his oral
instructions. After Mani’s death, this collection of paintings
became part of the Manichaean canon with the rest Mani’s
textual works.

—used in reference to the shape of an object irrelevant to
its content. The formats of manuscripts attested among the
Manichaeans in Kocho include three designs: the codex
(vertical codex, square codex, and horizontal codex), the
handscroll (vertical handscroll used for letters and horizon-
tal handscroll used for painting) and the design of a palm-
leaf formatted book so named after (Skt.) pustaka ‘book’ or
(Hind.) pothi ‘book

—Dbook of any design that has solely (or primarily) pictorial
content.

—belonging to or associated with the canon, that is, the
sacred books of a religion.

—denoting objects as well as various categories of con-
tent (e.g., themes, subjects) that concerns core religious
teaching.

—related to teaching, including objects and techniques
used in the course of instruction.

—a representational work of art in any medium or genre.
In the Manichaean context, two-dimensional images were
painted on various supports (parchment, wood, plas-
tered wall, paper, plastered ramie, and silk) by using vari-
ous paints as well as ink and gold leaf. Three-dimensional
images are carved from stone and wood and possibly mod-
eled in dry-lacquer as either freestanding or relief sculpture.
Such statues were also painted and gilded. For a discussion
of the documented genres of images (icons, diagrams, and
narrative scenes), see Visual Sources, above.
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INTRODUCTION TO PART 1

There are thirty-five known textual references about Manichaean didactic
art (Table 1). Although they originate from a great variety of distinct literary
genres, temporal and cultural contexts, these passages are brought together
by the fact that they all discuss either the characteristics of Mani’s Book of
Pictures or other works of art used for teaching among the Manichaeans. Their
documentary value varies considerably. So, too, the length of their discussions
ranges from the occasional single-line reference to a substantial paragraph, or
a page at most. Taken together these sources provide critical data for under-
standing the historical formation of Manichaean didactic art.

Their analysis and assessment is organized according to languages and his-
torical context of origin, labeled after the empires in which they were produced.
They are clustered into culturally linked geographical groups, correspond-
ing with the regions where distinct phases of Manichaean history took place.
Chapter1is devoted eight passages written in Coptic, Syriac, Greek, and Arabic
primary and secondary sources produced in Roman, Byzantine, and Abbasid
contexts from between the third and tenth centuries. Chapter 2 contains seven
passages written in Iranian Mesopotamia and West Central Asia, in Parthian
and Middle Persian languages and subsequently copied. Their Uygur-era man-
uscripts are significantly later than the prose of the texts themselves signaling
continuous use until the tenth century. Chapter 3 contains six passages dating
from between the eighth and thirteenth centuries, including a Central Asian
primary text that survives in Chinese translation associated with Northern
China, an Uygur primary text from East Central Asia, and two Chinese second-
ary texts from southern China. Finally, Chapter 4 contains fourteen passages,
all of which are tertiary in nature and derive from academic and historical liter-
ature written in Arabic, Chagatai, and Persian languages between the eleventh
and seventeenth centuries—during the time when Manichaean communities
no longer exist in the Islamic world.
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TABLE I  Geographical and historical distribution of textual sources on Manichaean canonical art (35 texts)

Primary and Secondary Texts ~ Primary and Secondary Texts Primary, Secondary, and Post-Manichaean Tertiary
in Coptic, Syriac, Greek,and  in Parthian and Middle Tertiary Texts in Uyghurand  Texts in Arabic, Persian, and
Arabic (3rd-10th centuries) Persian (3rd—1oth centuries) Chinese (8th—13th Centuries)  Chagatai (11th—-17th Centuries)

SASANIAN EMPIRE (0) SASANIAN EMPIRE (0) TANG EMPIRE (3) SELJUK EMPIRE (3)
(Texts survive only as (Texts survive only as * Chinese texts (3) * Arabic texts (2)
later copies and/or later copies and/or * Persian text (1)
translation) translation) UYGUR EMPIRE (1)

* Uygur text (1) GHAZNAVID EMPIRE (1)
ROMAN EMPIRE (6) UYGUR EMPIRE (7) * Persian text (1)
* Coptic texts (5) * Parthian texts (4) SONG EMPIRE (2)
* Syriac text (1) * Middle Persian texts (3) * Chinese text (2) ILKHANID EMPIRE (1)

* Persian text (1)
BYZANTINE EMPIRE (1)
* Greek text (1) TIMURID EMPIRE (1)
* Persian text (1)
ABBASID EMPIRE (1)
* Arabic text (1) DELHI SULTANATE (2)

* Persian text (2)

SAFAVID EMPIRE (3)
* Persian text (3)

MUGHAL EMPIRE (2)
* Persian text (2)

OTTOMAN EMPIRE (1)
* Arabic text (1)

UNDATED (1)
* Chagatai text (1)

8 texts 7 texts 6 texts 14 texts







CHAPTER 1

Primary and Secondary Records in Coptic, Syriac,
Greek, and Arabic Texts (3rd—10th Centuries)

The early history of Manichaeism took place in territories ruled by the Sasanian
and Roman Empires, where Mani’s missionary religion spread rapidly and
soon became persecuted. The first community emerged near Ctesiphon, the
Sasanian capital from where, even during Mani’s lifetime, missions were led
to West Central Asia, and a stronghold was established in Merv. After enjoy-
ing royal support during the reigns of Shapur 1 (240-72 CE) and Hormizd 1
(272—74 CE), Manichaeism was banned by Bahram 1 (274-76 CE). Thus
began a suppression that continued throughout much of the Sasanian era
(226-651 CE). In Roman territories, the first missionaries also appeared dur-
ing the middle of the third century. Roman sources document Manichaean
activities, including the religion’s presence in influential circles during the
fourth and early fifth centuries. Roman authorities became suspicious of the
Manichaeans because of their Persian associations and later also because
Manichaeism competed with Catholic Christianity, which increasingly relied
on the state to eliminate its rivals. A similar trend is seen in Byzantine territo-
ries, leading to the extinction of this religion from the Mediterranean region
between the sixth and the eighth centuries. During early mediaeval times,
Manichaeism vanishes not only from North Africa and the East Mediterranean
region, but also from West Asia. After enjoying a respite during Umayyad times
(661-750 CE), severe persecutions returned under Abbasid rule (750-1258 CE)
resulting in the disappearance of Manichaeans from Iran by the end of the
tenth century.!

Eight texts concerning Manichaean didactic art are known today from late
ancient West Asia and North Africa (Table 1/1). They include five primary texts
in Coptic, and three secondary passages—one in Syriac, one in Greek, and one
in Arabic. Although the Coptic and Syriac accounts were written in Roman
Egypt and Syria during the fourth century, their data regards mid third-century
Sasanian Mesopotamia and provides information about the origin and first
employment of this art as it was invented and used by Mani himself. Similarly,
the Greek text that was written in Byzantine Constantinople during the late
ninth century concerns events that took place in the city during the late sixth
century. The Arabic text dates from the late tenth century, at a time when, as
the text itself relates, the last remnants of West Asian Manichaeism were fac-
ing extinction.

1 Lieu1994, 22—-129.
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TABLE 1/1

CHAPTER 1

Primary and secondary textual sources on Manichaean didactic painting in Coptic, Syriac, Greek,
and Arabic languages (8 texts)

PRIMARY TEXTS IN COPTIC (5 TEXTS)

(
(
(
(
(

1) Kephalaion 7 (late 3rd—early 4th century)

3
4

)
)
)
)

Kephalaion 151 (late 3rd—early 4th century)
Kephalaion 191 (late 3rd—early 4th century)

SECONDARY TEXT IN SYRIAC (1 TEXT)
(1) Ephrem, Prose Refutations (before 373 CE)

2) Kephalaion 92 (late 3rd—early 4th century)

SECONDARY TEXT IN GREEK (1 TEXT)
(1) Theophanes, Chronicle (about 506/7 CE)

5) Homilies 18, 24—25, 27 (late 3rd—early 4th century)

SECONDARY TEXT IN ARABIC (1 TEXT)
(1) Ibn al-Nadim, Kitab al-Fihrist (987 CE)

Survey and Analysis: Kephalaion 151, Kephalaion 92, Kephalaion 7,
Kephalaion 191, Homilies 18, 2425, 27 (Late 3rd—Early 4th Century),
Ephrem (bef. 373 cE), Theophanes (about the Year 506/7 CE), and
Ibn al-Nadim (987 CE)

The following survey considers these eight passages in an order reflecting
their closeness to the subject and the quantity of information they supply.
Most informative are the two primary texts, the Kephalaia (151, 92, 7, and 191)
and the Homilies (18, 24, 25, 27); followed by the secondary texts by Ephrem,
Theophanes, and Ibn al-Nadim. Surprisingly, no textual sources written in
Greek and Latin mention Mani’s paintings. There is, however, an early fourth-
century Greek text by Eusebius on a devotional painting depicting Mani (i.e.,
an icon of Mani) and a Latin text by Augustine on the exquisite calligraphy and
fine materials of plain (i.e., non-illuminated) manuscripts, which are consid-
ered in the assessment part of this chapter.

1 Kephalaion 151 (Late 3rd—Early 4th Century)
The Kephalaia of the Teacher (Copt./Gr. kephalaia ‘chapters’) is one of the ear-
liest surviving pieces of Manichaean literature. It was written by an unnamed
early disciple in order to preserve Mani’s oral instructions. The manuscript
itself derives from Egypt as a fragmentary, but relatively well-preserved papy-
rus codex discovered during the early twentieth century. This Coptic-language
text is most likely a translation from a lost Syriac original that was composed in
the late third century. Thus, the Kephalaia is regarded as a highly authoritative
and early primary Manichaean textual source, in which Mani’s words take the
reader back to Sasanid Mesopotamia in Late Antiquity.2

The 1515t chapter of the Kephalaia contains a passage that discusses the
superiority of Mani’s religion, organized in the form of a 10-point list. The
passage quoted below regards the point that concerns Mani’s didactic images.

2 Gardner 1995, xviii—xix.
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In it, Mani provides a reason for making records of his teachings, not only by
writing them down but also by creating a visual rendering of them in a picto-
rial medium that is referred to here by the Coptic term Hikon. Mani argues that
the written and painted records make his religion superior to that of all other
prophets. The relevant section reads:

[Second:] My church is superior in the wisdom and [the secrets?],
which I have revealed to you in it. As for this [immeasurable] wisdom
I have written it in the holy books—in the great [Gospel] and the other
writings—so that it not be altered [after] me. Just as I have written it
in books, so [I have] also ordered it (Copt. keleue < Gr. keleuein) to be
painted (Copt. zographe < Gr. zographein). For all the [apostles], my
brothers, who have come before me, [have not written] their wisdom in
the books (Copt. njome) as I have written it. [Neither have] they painted
their wisdom in the Hikon (Copt. ‘picture, image’ < Gr. eikon) as [I have
painted] it. My church surpasses the earlier churches [also in this point].3

The above passage is a brief, but highly informative, source about the Hikon,
confirming some basic data about its Coptic name, pictorial appearance, and
doctrinal content. More importantly, this is the only text in which Mani states
that he is the intellectual author of the Hikon and not its actual painter. The
passage further notes that one of the Hikon'’s intended functions was to provide
a record and thus prevent the potential adulteration of Mani’s teachings.

Kephalaion 151 gives an unambiguous reference to the Coptic version of the
designation used for Mani’s doctrinal collection of images. The noun Hikon
‘picture, image’ is introduced at the end of this passage in a manner parallel
to the “Gospel,” mentioned at the beginning of the passage. Therefore, the
context of the lines quoted above implies that the term Hikon, just as the
word “Gospel,” is used as a title to label a collection of “wisdom” authored by
Mani. As is customary in references to the contents of a work designated by
its title, both the Hikon and the Gospel are noted to contain teachings within:
“in it,” “in the great [Gospel],” and “in the Hikon.

The evidence provided about the Hikon’s origin in Kephalaion 151 is two-fold.
The first claim here expressly identifies Mani as the intellect behind the Hikon.
In the second sentence, Mani states unambiguously that he requested the Hikon
to be painted: “[I have] also ordered it to be painted.” In the third sentence, how-
ever, Mani is credited with having painted the Hikon himself by stating “[I have

3 Kephalaion 151, 371.20—30 (Funk 2000, 371; and Schmidt and Polotsky 1933, 41-43, who incor-
rectly cited this passage as Kephalaion 154, which is how it has been cited in all scholarship
prior to Funk’s edition). The English translation above is after BeDuhn (2000b, 14, note 2). In
addition to this Coptic, a Middle Persian and a Sogdian version of this subject are preserved
on two Turfan fragments, including M 5794 (Klimkeit 1993, 216) and Ch. 5554 (Sundermann
19854, 27—28, lines 125-135). Those texts, however, do not mention the painted versions of
Mani’s teachings.
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painted] it,” as indicated by the phrase reconstructed in light of corresponding
phrases such as: “I have written it,” used in connection with Mani’s writings;
and “[neither have] they painted their wisdom,” used to contrast Mani with the
founders of other religions. The seemingly contradictory nature of these two
statements indicates that a distinction between the intellectual authorship of
the images and the artistic labor of their execution is not relevant in this pas-
sage.* Instead, the goal here is simply to credit Mani with authoring the Hikon as
a basis of the second claim, which states that providing a record of a prophet’s
teaching was exclusive to Manichaeism. Capturing the teachings in painted
form was unique to Mani, but just as unique was writing down the teachings,
since prior to Mani no prophets committed their thoughts to books or paint-
ings: “For all the [apostles], my brothers, who have come before me, [have not
written] their wisdom in the books as I have written it. [Neither have] they
painted their wisdom in the Hikon as [I have painted] it.” In their respective
temporal and cultural settings, the founders of the other religions used neither
of these practices, only Mani engaged in them.?

Kephalaion 151 also conveys significant data concerning the question of
the Hikon'’s appearance. It confirms that the Hikon was a pictorial—a solely

~_»

pictorial—work of art. The mere choice of the title “Hikon” implies an artis-
tic work, since this Greek-rooted Coptic noun connotes “picture” or “image.”
In addition, the passage specifies that the Hikon was pictorial, by using the
term “painted” three times: Mani requested the Hikon “to be painted” and that
none of the other prophets “painted” their teachings, as Mani has “[painted]
it” Furthermore, Kephalaion 151 contains an additional clarification about the
pictorial nature of the Hikon, since it distinguishes the “painted” Hikon from
the “written” books as the containers of a prophet’s “wisdom,” thereby suggest-
ing that while “the books” contained Mani’s teachings in a textual form, his
Hikon contained his teachings in a pictorial form. Thus, the separation of the
written and visual means of communication was deliberate, making it beyond
question that Mani’s Hikon discussed here was not an illuminated manuscript
(i.e., a text interspersed with illustrations), but rather a collection of images,
a solely pictorial medium, a Hikon. The notion that the Hikon is a medium for
visual means of communication, analogous to the distinctive way the “book”
serves as a medium for written means of discourse, can be gained from the last
sentence of the passage, which states how the prophets of other religions did
not create their Hikon(s) (i.e., a collection of images) to convey their teachings:
“[neither have] they painted their wisdom in the Hikon as [I have painted] it
Regarding the content (i.e., the subject matter captured by the paintings
within Mani’s Hikon), this text clearly identifies the Hikon as a doctrinal work.

4 For a discussion about attitudes in Late Antiquity on intellectual authorship vs. the crafts of
painting and the crafts of writing, see the interpretation of this data provided in the conclu-
sion below.

5 A similar reference to this superiority is found in Kephalaion 151, 371.19—20: “One has not writ-
ten or revealed the books in the way I have written them” (Funk 2000, 371).
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First, it states that the Hikon rendered Mani’s teachings. Without being more
specific, the passage emphasizes that Mani's “wisdom” was captured in the
Hikon, albeit in a visual form: “Just as I have written it in books, so [I have] also
ordered it to be painted.” Second, this passage mentions the Hikon together
with “the great Gospel,” while also referring to Mani’s other books. By noting
that its doctrinal content is analogous to that of Mani’s written works, the pas-
sage compares, and arguably equates, the Hikon to the books, since Mani con-
veyed his teachings in all of them.

Kephalaion 151 preserves some data concerning the function of the Hikon
by alluding to contemporaneous attitudes towards written and painted ren-
derings of religious teachings and their use as a symbol of Mani’s teaching.
This passage specifies that capturing Mani’s teachings in pictures, just as in
texts, guarded against their adulteration by later generations. By referring to
the conscious use of written and painted records, the passage indicates Mani’s
comfort with both textual and visual means of communication. It seems that
in Mani’s cultural environment in late ancient Mesopotamia, the idea of cre-
ating records via both of these means was a familiar practice. Mani adopted
them deliberately to ensure that his message would not be compromised after
his passing—as he himself says, “so that it not be altered [after] me.” Mani’s
deliberate efforts to preserve his authentic message, he argues, distinguishes
his church from all others and makes it superior; indeed, he says, it “surpasses
the earlier churches.” In addition, this passage documents the symbolic signifi-
cance of the Hikon as a reference to Mani’s teaching together with his books:
“Just as I have written it in books, so [I have] also ordered it to be painted.”

Finally, this passage also supplies important evidence concerning the date
of Mani’s didactic paintings. The content of this passage (as opposed to its
ca. fourth-century manuscript) discusses the Hikon within the context of the
36-year era of Mani’s ministry, which started from 240 CcE and lasted until
Mani’s death in 274 or 277 CE. Although we do not learn the actual date when
Mani “ordered it [the Hikon] to be painted” in the above passage, Mani dis-
cusses his Hikon as one of the books used in his religious teachings. In light of
this statement, it is reasonable to hypothesize that the Hikon was made some-
time during the middle decades of the third century.

2 Kephalaion 92 (Late srd-Early 4th Century)

The g92nd chapter of the Kephalaia records a question from an auditor and
Mani’s answer regarding the Hikon. The subject under consideration is Mani’s
depiction of his teachings on the afterlife. Specifically, the auditor wants to
know why, among the three possible destinies, Mani depicted only the two
extremes: the fate of the sinner, and the fate of the righteous elect; whereas
he did not show the fate of the auditor (here referred to as a catechumen).
Mani explains that the fate of the auditor is to be reborn in numerous bodies

6 The Parthian text M 2 states that Mani’s possessions in prison included his volume of images
and thus, gives the last record of Mani using his painted work. See quote in Chapter 2, below.
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before his ultimate salvation. Therefore, to show the countless possible ways of
rebirth in art is not practical, since in the end, the path of the auditor is identi-
cal to that of the elect. Text reads in abbreviation:

Once again, at one of the occasions, the catechumen |[...] stood up. He
said to our enlightener [...]: ‘Why have you marked every thing [... that
exists], and what is provided to happen, in the great Hikon? You have
made clear in that great Hikon; you have painted (Copt. zographe < Gr.
zographein) the righteous one, how he shall be released and brought
before the Judge and attain the land of light. You have also drawn (Copt.
shei) the sinner, how he shall die. He shall be set before the Judge and
tried [...] the dispenser of justice. And he is thrown into gehenna, where
he shall wander for eternity. Now, both of these have been painted
depicted by you in the great Hikon; but why did you not paint the cate-
chumen? How he shall be released from his body, and how he shall be
brought before the Judge and reach the place ordained for him and [...]
that he can rest in the place of rest forever. For if we can see [...] the path
of the catechumen, and know [...] so have we recognized him with
knowledge. If we can also see him face to face in the Hikon] [...] in the
sighting of him!

Then speaks the enlightener to that catechumen: ‘It is not possible to
paint the catechumen in the Hikon, because many [...] worlds and [...]
before him from place to place [...] there are others existing [. ..] because
to depictit, [...] since alone in a single place [...] you know [...] that the
end of the catechumen [...] his path comes to be with the elect [...] of
the elect. Look, he is drawn in the Hikon [...] as the elect will [...] the
catechumen will go [...] the path of the elect [...] will not go into the
land of life [... of the] elect and the catechumen is a single one. However,
it is not possible to paint the middle way of the purification of the cate-
chumen, because he shall not be purified in a single place; nor cleansed
and washed there.

When that catechumen had heard these things, he was persuaded and
[agreed] and kept his silence.”

The entire g2nd chapter of the Kephalaia is devoted to the Hikon. The
excerpts quoted above constituting the longest and most detailed currently
known primary source on Mani’s collection of paintings. This highly authorita-
tive account confirms some of the fundamentals about the name, origin, and
appearance of the Hikon. More importantly, it introduces new information
about a specific subject depicted in the Hikon, and it records the Hikon’s didac-
tic function by describing an example of how Mani’s disciples actively called
upon the Hikon for their religious education and how Mani relied on it in the
course of his teaching.

7 Kephalaion 92, 234.24—236.6 (Gardner 1995, 241—241).
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Regarding the name, origin, and appearance of the Hikon, Kephalaion 92
provides basic data found also in other passages in the Kephalaia. Here, too,
the Greek-rooted term Hikon is used as the Coptic title of a work associated
with Mani: “You (Mani) have made clear in that great Hikon” and “... by you
(Mani) in the great Hikon.” This text further corroborates that the Hikon was
an artistic work not only through the mere connotation of its title, ‘picture’ or
‘image, but also by stating that its subjects were rendered visually. Kephalaion
92, however, is silent about the appearance (as opposed to content) of the
images themselves. Based on this passage, it is possible that the specific picto-
rial subject mentioned in this passage was portrayed in one complex composi-
tion, containing several subscenes in the Hikon. But it is equally possible that
an individual painting was devoted to the representation of each subtheme.

Kephalaion 92 is especially relevant for the specific information it provides
about the content of the Hikon. First, the text confirms that the Hikon'’s subject
was doctrinal in nature by stating that one group of its paintings was devoted
to the theme of Judgment after Death—a primal concern for the religious prac-
tice of the auditors. Second, the text makes it clear that the depiction of this
Judgment theme was three-faceted. It showed (1) death, i.e., “how he shall be
released” from his body, (2) judgment, i.e., how he shall be “brought before the
Judge” or “set before the Judge and tried,” and (3a) the ultimate fate of the righ-
teous in heaven, i.e., how he shall “attain the land of light,” as well as (3b) the
ultimate fate of the sinner in hell, i.e., how “he is thrown into Gehenna, where he
shall wander for eternity” We also learn that the numerous possible forms, in
which the Manichaean laity could be reincarnated, were not illustrated but left
for oral explanation (an example of which is recorded in this very chapter of
the Kephalaia—a point that concerns function and will be discussed below).
By confirming the doctrinal content of the Hikon, Kephalaion 92 further sug-
gests that these images were didactic works of art, designed to effectively con-
vey important aspects of Mani'’s teachings in a visual form.

Concerning the question of function, Kephalaion g2 is uniquely informa-
tive on the use of the Hikon, since it describes an actual teaching session con-
ducted by Mani himself and remarks about the didactic value of the Hikon as
it concerns the religious life of an individual. First, it seems that this chapter
of the Kephalaia records Mani using the Hikon in the context of an ancient
Manichaean practice. Indeed, this text allows us to witness an oral instruc-
tion held in front of the Hikon. The auditors’ inquiry, recorded in the second
paragraph, and Mani’s subsequent answer in the third paragraph, both make
direct references to the Hikon: The auditor lists the images that are depicted
in relation to his question and those that are not, and Mani reinforces his
explanation by directing the attention of his audience to the painting. Mani
says, “Look, he is drawn in the Hikon.” Thus, the text both indicates that the par-
ticipants had access to the images and implies that the Hikon was part of the
setting of the instruction. Second, this passage alludes to the circumstances
of the Hikon’s use. It describes how the auditors sat around it (standing up to
ask a question), how the Hikon was pointed to as a visual aid that captured the
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essence of a specific teaching, and how the Hikon became a catalyst of discus-
sion in the course of religious instruction. As indicated by the auditor’s query,
the depictions themselves could not possibly exhaust every imaginable aspect
of a topic. Used during oral instruction, the Hikon could generate important
questions that a well-trained teacher, in this case Mani, could answer. Third,
this text makes a case for the effectiveness of visually reinforced instruction.
Statements made by the auditor argue for the educational benefit of using
images in service of religious teaching: “for if we can see [...] the path of the
catechumen, and know [...] so we recognize him with knowledge. If we can
also recognize him face to face in the Hikon [...] in the sighting of him.” At the
same time, the latter sentences argue for the spiritual benefits of the Hikon by
stating how Mani’s disciples are aided by its images to visualize the supernatu-
ral stages of their religious career, in this case their judgments after death and
subsequent destinies. The text says: “... how he shall be released from his body,
and how he shall be brought before the Judge and reach the place ordained for
him and [...] that he can rest in the place of rest forever.”

An indirect piece of evidence that dates Mani’s Hikon is also provided in
Kephalaion g2. This text links the Hikon to Mani’s years as a teacher, which
began in 240 CE and lasted until his death in prison in 274/277 CE. It discusses
an occasion on which Mani used this painted work in the context of an oral
instruction to his lay followers. Other than the 36-year long period of Mani’s
ministry, there is no more precise date indicated by this passage about when
the teaching took place.

3 Kephalaion 7 (Late 3rd—Early 4th Century)

In terms of its religious theme, the passage that discusses the Hikon in the
7th chapter of the Kephalaia concerns an episode of salvation—more specifi-
cally, the way some of the dead will be greeted by the Light Maiden (referred to
here as “this Form of Light”) and given three gifts (a garment of light, headgear
of light, and an undefined prize) by the Light Maiden’s three angels. How the
Light Maiden will appear to the dead elect and catechumens is compared to
her image (Copt. eine) in Mani’s Hikon. Thus, this passage confirms that an
image within the Hikon showed a Manichaean mythological being, a deity,
known as the Light Maiden. The text reads:

... this Form of Light (is) the one (=feminine form) who appears to every-
one who will come out of his body—corresponding to the image (Copt.
ahren p.eine) of the Hikon of the Apostle (Copt. t.hikon m.p.apostolos)—
with the three great glorious angels (=masculine form) who have come
with her (“this Form of Light”). One holds the prize in his hand. The sec-
ond bears the garment of Light. The third is the one, who holds the dia-
dem and the wreath and the crown of Light. These are the three angels of
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Light, the ones who come with this Form of Light, and appear with her to
the elect and catechumens.8

The above passage is an important brief reference to Mani’s painted work. It
reconfirms some previously noted basic information about the Hikon's name,
origin, and appearance. More importantly, this text provides new evidence
about the Hikon’s content.

Kephalaion 7 uses two Coptic nouns in order to refer to something pictorial:
The Greek loan word Hikon ‘picture, image’ and the native Coptic eine ‘picture,
image, representation, likeness.’ Here, the text focuses on what appears to be a
depiction of a deity (the Light Maiden i.e., “this form of Light”) in Mani’s Hikon:
“...this Form of Light (is) the one (feminine form) who appears to everyone
who will come out of his body—corresponding to the image of the Hikon of
the Apostle (Mani)—with the three great glorious angels (masculine form)
who have come with her (i.e., with this Form of Light).” As in other chapters
of the Kephalaia, Mani’s collection of didactic paintings is referred to by its
Greek-rooted Coptic title Hikon, while the Coptic noun eine is used to connote
an image within the Hikon.

Concerning the question of origin and appearance, the above passage attri-
butes the Hikon to “the “Apostle,” that is to Mani by employing the phrase “the
Hikon of the Apostle (Copt. hikon m.p.apostolos)” and thus, it defines the Hikon
as a canonical title. In addition, it implies that the Hikon was a pictorial work
not only through the mere meaning of its title, “picture” or ‘image, but also
by referring to one of its paintings by using a synonym (Copt. eine, ‘image’ or
‘picture’).

Kephalaion 7 preserves an important piece of evidence for the content of
the Hikon by stating that it included an image of a Manichaean deity depicted
as part of the Salvation theme. First, we learn that the Hikon showed a deity,
most likely a form of the Light Maiden, who is referred to in this passage as “this
(=female) Form of Light,” and further defined as “the one (=feminine form)
who appears to everyone who will come out of his body,” i.e., who appears
to everyone when they die and awaken in the afterlife. More specifically, the
text states that the Light Maiden will be recognizable when the deceased
encounters her, since her form is similar to her depiction in the Hikon, i.e.,
“corresponding to the image of the Hikon of the Apostle.” Second, we also learn
that this depiction of the Light Maiden was specific to the Salvation theme and
included three male attendants, three angels: “... this Form of Light (is) the
one (=feminine form) who appears to everyone... with the three great glori-
ous angels (=masculine form) who have come with her (“this Form of Light”),”
each holding a gift in his hands (a garment of light, headgear of light, and an
undefined prize) for the afterlife. Thus, the passage confirms that the image of

8 Kephalaion 7, 36.12—20 (Polotsky and Bohlig 1940, 36). The English translation above is by
Jason BeDuhn. For a different translation of the passage, see Gardner 1995, 40.
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the Light Maiden with the “three great glorious angels” in the Hikon was not
a portrait of the deity but instead was part of a depiction of a larger didac-
tic theme (Salvation). This was also noted in another Coptic Manichaean text
(Kephalaion 92).

Concerning the function of the Hikon, Kephalaion 7 provides some fasci-
nating information by referring to the value of the education gained through
the Hikon for the religious life of the Manichaean practitioner. This aspect
of the Hikon makes us consider again the sentence with the Light Maiden’s
appearance, this time regarding the painting’s contextual use. The sentence
implies that Mani’s disciples will recognize the Light Maiden when they enter
the afterlife because the deity’s outer appearance will look familiar to them.
She will look like her depiction in Mani’s collection of didactic paintings: She
will “appear to everyone who will come out of his body—corresponding to
the image of the Hikon of the Apostle.” Thus, this passage implies that scenes
in the Hikon, including portraits of deities, aided the practitioners in imagin-
ing what will happen to them when they die and helped them identify the
specific deity they would encounter at specific supernatural stages of their
religious journey.

4 Kephalaion 191 (Late 3rd-Early 4th Century)

Chapter 191 is a highly fragmented section of the Kephalaia that, nevertheless,
preserves meaningful portions of Mani’s teaching. It presents these teachings
under a title that may be translated best as: “There are five likenesses in the
Hikon of the Apostle as a symbol of the five Fathers of Light.” Kephalaion 191,
however, is not a description of the Hikon, and it would be a mistake to inter-
pret this chapter’s title to mean that the Hikon contained five images. While
undoubtedly very little is left of this text, its surviving semantic context con-
firms that in this case the statement that “there are five n.eine in the Hikon,”
does not mean “five ‘pictures’ in the Hikon,” since the treatment that follows,
which lists each of the five n.eine, clearly does not talk about any paintings.
In this text, there are no descriptions of the images of Mani’s collection of
didactic paintings. Instead, in Kephalaion 191 Mani discusses his Hikon as
part of a simile, in the figurative and somewhat poetic language of religious
prose, in order to explain things that are nonmaterial (i.e., “characteristics,”
“traits,” “reflections,” or “images”) in the disciple’s heart, such as humility and
wisdom—the two n.eine that actually survive from the original list of five. The
fourth-century translator of the Kephalaia chose the Coptic word n.eine (liter-
ally, ‘pictures, ‘images, or ‘representations’), which in this case may be best
translated as ‘likenesses. The most intact sections of the chapter read:

[Chapter] 191
There are five likenesses (Copt. n.eine) in the Hikon of our Apostle as a
symbol (Copt. p.meine) of the five Fathers of Light
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Once again he (Mani) speaks to his [disciples]: There are five likenesses
in the Hikon ... in the five...

The first is the humble likeness [. . .]. Under this likeness T have received
my church [...] and have borne the trials of the souls [...] Apostle. The
twelve [...] the First Man...is chosen...The third type...is the First
Man... Hikon

[The second:...]

[The third:.. ]

[The fourth:...] [...] [...] [...] the wicked bad...the wicked bad
deserves...in this Hikon, when... daily say to me... paints the Hikon, it
paints in their hearts [and] through my Hikon completes their inner
Hikon . .. alikeness and an aspect of the silence.

The fifth: Through my light wisdom I have separated that which is
good for them from the bad, and the light from the darkness. I have
removed them from error...I have given them the victory through
my...victorious in it. All sects...in which their bodies...the land of
light, from which they have come.. .. rest forever.®

Despite being a highly lacunous and somewhat ambiguously figurative treat-
ment of the Hikon, Kephalaion 191 confirms some of the elementary data
regarding its name, origin, and appearance. More importantly, however, this
passage records Mani’s thoughts, which put this painted work in a new light.
It preserves a statement that appears to be a fragment from Mani’s philosophy
of art.

Similar to other chapters of the Kephalaia surveyed above, this passage con-
firms basic data on the designation of Mani’s collection of didactic paintings.
It employs two Coptic nouns that connote something pictorial, including eine
‘picture, image, representation, likeness, and Aikon ‘picture, image.’ The latter
term functions as the title of Mani’s doctrinal collection of didactic paintings
and not his own “picture,” that is, not his own portrait. The evidence for this
claim is circumstantial. In this teaching, when “once again he (Mani) speaks
to his [disciples],” we are taken back to the world of mid-third-century south-
ern Mesopotamia, to the earliest episode of Manichaean history. At that time,
Mani was still active and devotional images of him did not yet exist, but his
doctrinal painting, the Hikon, did exist. Therefore, in a sermon by Mani that
focuses on the “likenesses” of his Hikon, the subject of this passage is unlikely
to be Mani’s own portrait and more likely to involve his proudly acclaimed col-
lection of teaching-images.

The passage also contains some basic references concerning the questions
of origin and appearance. Its author makes two remarks that attribute the
Hikon to Mani, including the title of the chapter that refers to him in the third
person, “the Hikon of our Apostle” and one phrase within the main text, when

9 Kephalaion 151, 372.20-373.30 (Funk, 2000, 372—373). The English translation of the Coptic
passage quoted above is by Jason BeDuhn.
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Mani speaks in the first person and calls this work “my Hikon.” Besides the
mere connotation of the Greek-rooted Coptic title that alludes to an artistic
and pictorial work, there is no data about the appearance of Mani’s Hikon in
the surviving portion of this text.

Regarding the content and function of the Hikon: While it seems that
Kephalaion 191 has no data about the actual doctrinal subjects of the paint-
ings in the Hikon, it preserves a brief remark about Mani’s philosophy of art
that concerns the Hikon’s didactic value. In this sermon, Mani discusses certain
aspects of the Hikon's content that go beyond mere iconography (i.e., visual
subject matter) and instead concern the meaning of this art. Mani enumerates
these aspects of his Hikon, which he calls “likenesses,” in a five-point list, out of
which two survive: humility (i.e., “humble likeness”), which is listed as the first
point, and wisdom (i.e., “light wisdom”), which is listed as the fifth item. One
possible way to interpret the fragmentary remains of Mani’s thoughts is that,
through the Hikon, Mani hoped to also impart moral values, such as humility
and wisdom, and imprint them on the hearts of his disciples. At the end of the
section that discusses the fourth “likeness,” just before the considering the fifth
“likeness,” Mani states that his disciples may internalize these values in their
hearts with the aid of his Hikon: “It paints in their hearts [and] through my
Hikon completes their inner Hikon . . . a likeness and an aspect of the silence.”

5 Homilies 18, Homilies 24—25, and Homilies 27 (Late 3rd—Early
4th Century)

The Homilies is a Coptic Manichaean text discovered in Egypt in the 1920s at
the Faiyum Oasis at a site known as Medinet Madi. The text was acquired by Sir
Alfred Chester Beatty (1875-1968), and today the manuscript is housed in the
Chester Beatty Library in Dublin, Ireland. The manuscript has been restored
superbly and its content has been translated.!® The codex itself dates from the
second half of the fourth century and contains a collection of Coptic language
sermons that were originally composed in Syriac in Mesopotamia probably
soon after the death of Mani, to which the manuscript refers.!! The numerous
texts belonging to the Homilies include the Sermon on the Great War written by
one of Mani’s disciples, Koustaios.!?

In this sermon, Koustaios mentions the Hikon in three brief passages. In
the first passage (Homilies 18.3-18.6), Mani himself is quoted, speaking as he
foresees the demise of his religion, and lamenting the loss of the Manichaean
holy books that he created. The second and third passages (Homilies 24.13—
25-5 and Homilies 27.18-27—25) both take the form of a prophecy about the

10  Ibscher’s restoration is discussed in the introduction to Polotsky’s translation (1934,
IX—XIV).

11 For an overview of other proposed dates to the fifth century, see Pedersen 1993, 80-82.

12 The Coptic name Koustaios is known as Koshtih in Middle Persian, and Kushtai in Syriac
Manichaean sources (Pedersen 1993, 46).
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recovery of the religion, when the lost Manichaean works—the books and the
Hikon—will be recovered. The third passage mentions the “6éma”"—this Greek
loanword in Coptic connotes a ‘dais’ and is used in Manichaean studies as a
reference to a throne. The three passages read as follows:

Homilies 18.3-18.6

“I weep [on behalf of] the Prayers and the Psal[ms]. I weep for the
pa[in]tings (n.zographeia) of my Hikon (Copt. ‘picture, image’ < Gr.
eikon), while I make their beauty. I weep for the Kephalaia and all the

[---]..7

Homilies 24.13—24.14 and 25.1-25.7

“Thousands of books will be sav[e]d by the believing [cat]echumen(s]....
They will come to the hands of the righteous and the believers: [The]
[Go]spel and the Treasury of Life, the Prlagmal]teia and the Book of
Mysteries, the Book of Giants and the Epistles, the Psalms and [the] Prayers
of my lord, his Hikon and his Rev|[ela]tions, his Parables and his Mysteries.
Not one will be lost.”#

Homilies 27.18-27.25

“[Th]ousands and ten thousands will come and be calle[d. From] that
time on the béma will be glorified [- - -] in every city. The great Hiko[n - -],
the Gospel, and the (other) books by my [lord will be] [gl]ori[fied] in the
mouth of the whol[e new] generation [that] will come and be born into
the world. There is [one who will] [s]it in front of his Hikon, there are oth-
ers who [will look?] to his béma. The trumpet of the truth will sound.!®

These three brief sections of the Homilies mention the Hikon prestigiously
with Mani’s other works, in the course of lamenting the foreseen destruction
of Mani’s religion and prophesying its recovery through Mani’s books and
pictorial work. Analogous to what is seen in the Kephalaia, these passages
reconfirm the basics on the Hikon's name, origin, content, and function. More
importantly, one of the texts yields new evidence about the Hikon’s appear-
ance, specifically that it consisted of more than just one painting.

Regarding the designation and origin of this Manichaean didactic work of
art, these three passages confirm familiar data. As in other Coptic passages sur-
veyed so far, here in the Homilies, too, the Greek-rooted Coptic noun, Hikon, is
employed as the designation for the title of a work created by Mani, mentioned
together with the titles of other works Mani created. In this case, again, the
Hikon is attributed to Mani, as suggested by the possessive pronouns used in

13 Homilies 18.3-18.6 (Pedersen 2006, 18).
14  Homilies 24.13—24.14 and 25.1—25.7 (Pedersen 2006, 24—25).
15  Homilies 2718-27—25 (Pedersen 2006, 27).
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the first person singular in Homilies 18.6, where Mani speaks directly, claiming
his authorship: “my Hikon” and “I make their (i.e., the paintings’) beauty,” and
in the third person singular in Homilies 24.13—25.7, where a disciple laments
the loss of Mani’s books, including “his Hikon.” In the latter passage, Mani’s
Hikon is listed with the titles of other holy books in the Manichaean religion,
which were created by Mani.

Regarding the appearance of the Hikon, the Homilies confirms that it was
a pictorial, aesthetically pleasing work, and more significantly that it con-
sisted of multiple paintings. As always in the North African primary sources, in
this text, too, already the Coptic connotation of the title Hikon as ‘Picture, or
‘Image’ indicates the artistic, pictorial medium. Nevertheless, unlike any of the
other texts surveyed so far, Homilies 18.4 states that Mani’s Hikon consisted of
“paintings,” in plural: “the pa[in]tings (n.zographeia) of my Hikon.” The plural
sense of this phrase reiterated through the unmistakable Coptic plural prefix
n-. This very passage also conveys that the images of the Hikon were attractive
and artistic, since Mani made “their beauty.”®

The Homilies provide only minimal and indirect information on the Hikon’s
content. By listing the Hikon together with Mani’s written books, these pas-
sages imply that, just as the written books, the painted Hikon, too, contained
Mani’s teachings (Table 1/2).17 In Homilies 27, the Hikon is singled out together
with the Gospel as the two most important records of Mani’s teachings: “The
great Hiko[n - -], the Gospel, and the (other) books by my [lord will be] [glo-
rified] in the mouth of the whol[e new] generation [who] will come and be
born into the world.” In addition, all three passages quoted above list the Hikon
among the holy books of Mani, suggesting that the Hikon belonged together
with, and ranked on a par with, Mani’s written works, which again implies a
doctrinal content analogous to that of Mani’s books.

Homilies 27 also provides a tantalizing bit of evidence about the function of
Mani'’s painted work. It notes that one may “[s]it in front of his (Mani'’s) Hikon.”
The auditors’ sitting may be interpreted here as a reference to the didactic con-
text, in which Manichaean instruction with pictures took place in mid-third-
century Mesopotamia. In this text, the act of sitting “in front of his [Mani’s]
Hikon” is juxtaposed with the act of looking at Mani'’s throne (Copt. béma), set

TABLE 1/2  Manichaean holy books listed in the Homilies (25.2—25.6)

(1) Gospel
(2) Treasury of Life

(3) Pragmateia (5) Book of Giants (7) Psalms (9) Hikon
(4) Book of Mysteries (6) Epistles (8) Prayers

16 Nagel 1981, 228.

17  Homilies 25.2—25.5 (Pedersen 2006, 25). The list of the holy books begins with the Gospe!
and ends with the Hikon, after which “revelations, parables, and mysteries” are mentioned
as didactic genres used by Mani to communicate his teachings. They are not titles.
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up annually in the spring for the Bema Festival that commemorated Mani’s
death and celebrated the hope for his second coming: “There are others who
[will look?] to his béma.” It is possible that this sentence makes a distinction
between the didactic and devotional aspects of Manichaean lay practice. It sug-
gests that some future auditors will be drawn to Mani’s béma, through which
they will engage in ritual practices and prayers, while others will be drawn to
Mani'’s Hikon, through which they will acquire essential doctrinal knowledge
and better comprehend Mani’s teaching.18

6 Ephrem’s Prose Refutations (before 373 CE)

Ephrem Syrus (306—373 CE) is an early Christian writer who lived in the Syrian
city of Nisibis (modern Nusaybin in southeast Turkey) and later, after the
Persian capture of the city in 363 CE, became active in the Syrian refugee com-
munity in Roman Edessa. He spoke and wrote in Syriac and is considered to be
a classic writer of the Syriac-speaking Church. He was exceptionally talented
and productive as an exegete, apologist, preacher, and poet. Ephrem wrote
some of the earliest anti-Manichaean texts both in prose (Prose Refutations)
and poetic forms (Hymn Refutations).!

Dating from the mid-fourth century, his Prose Refutations were composed
against the three major competitors of Ephrem’s version of Christianity in
West Asia: the followers of Bardaisan (154—222 CE), Marcion (second century
CE), and Mani (216—274/277 CE). Despite Ephrem’s polemical tone, this text is
especially relevant for Manichaean studies, since its author lived within a cen-
tury of Mani and shared with him not only temporal closeness, but also a com-
mon linguistic and cultural environment. Equally significant is the fact that
Ephrem quotes directly from Manichaean texts and credits Mani’s disciples as
his sources of information. About Mani’s pictorial work, he writes:

According to some of his disciples, Mani also painted (Syr. sar) (the)
figures of the godless doctrine, which he fabricated out of his own
mind, using pigments (Syr. bésammaneé) on a scroll (Syr. mgallta). He
labeled the odious (figures) ‘sons of Darkness’ in order to declare to his
disciples the hideousness of Darkness, so that they might loathe it; and
he labeled the lovely (figures) ‘sons of Light’ in order to declare to them its

18  The Manichaeans’ elaborate celebration of their Bema feast for Mani and “paschal feast”
(Easter) for Jesus is discussed by Augustine with no mention of an image of Mani. He
writes: ‘I often asked you at that point when I was one of your Hearers, why you generally
did not celebrate the paschal feast of the Lord or at times celebrated it without fervor and
with only a few people—with no vigils, with no longer fasts imposed upon the Hearers,
and finally without a more festive solemnity—although you celebrate with great honors
your Béma, that is the day on which Mani was killed, with the lectern raised up by five
steps, adorned with precious cloths, placed in the midst, and facing towards the worship-
pers” (Contra Epistulam Fundamenti 8.9; see, Teske 2006, 239—240).

19  Dopp and Geerlings 2000, 195-198.
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beauty so that they might desire it. He (Mani) accordingly states: ‘I have
written them (the teachings) in books and painted (Syr. u¢saret) them in
colors (Syr. besammaneé). Let the one who hears about them verbally also
see them in the Yugna (Syr. ‘picture, image’ < Gr. eikon), and the one who
is unable to learn them from the word(s) learn them from the picture(s)
(Syr. surta ‘picture, image, illustration’).2%

This paragraph is one of the most enlightening accounts of Mani’s pictorial
composition, which he calls “Yugna,” and which may also be named “Surta.”
Despite its polemical tone, Ephrem’s text is filled with informative and reliable
evidence that clarifies numerous questions regarding the name, origin, appear-
ance, content, and function of this unique collection of Manichaean didactic
art. As a testimony to Ephrem’s scholarship, such a wealth of information is
rarely—if at all—retained in a single and relatively brief section of a written
source. Ephrem quotes an unnamed Manichaean source and uses Mani's own
words to make his point: “He (Mani) accordingly states: ‘I have written them
(the teachings) in books and illustrated them in colors.”

Concerning the title of this Manichaean pictorial work, Ephrem’s passage
contains two Syriac terms that may be used as titles: “yugna,” and “surta.” The
first of the two, the noun “yugna,” is a Syriac adaptation of the Greek word
eikon, connoting ‘picture, image, or visual form, which can be translated in
either singular or plural forms depending on the context. Therefore, another
way to translate Mani’s quote in Ephrem’s passage is: “Let the one who hears
about them (the teachings) verbally also see them in visual form (Syr. yugna).”!
By choosing this Greek-rooted term, however, it is likely that Ephrem intended
to preserve the actual title of Mani’s collection of paintings, as it was known
in the eastern Mediterranean. This is suggested by the analogous Coptic form
of the title used systematically in the surviving contemporaneous primary
Manichaean accounts. If so, the translation would read: “Let the one who
hears about them (the teachings) verbally also see them in the Yugna (lit.
‘Picture’).” The same slight ambiguity of translation is present in connection
with Ephrem’s second term, “surta.” This Syriac noun is synonymous with
“yugna,” connoting ‘picture, image, or illustration,’ but has an Aramaic etymol-
ogy, and Ephrem introduces it at the end of the same sentence.?? If “Yugna” is
indeed used as a title in the first part of the sentence, it is possible that Ephrem
employs its Aramaic synonym “surta” for the benefit of his Syriac-speaking
audience as an explanation of a foreign loanword used as the title for Mani’s
painted work. Following this logic, the second part of this sentence may be
translated as “... and [let] the one who is unable to learn them (the teachings)

20  Ephrem, Refutations 126.31-127.11 (Reeves 1997, 262—263).
21 Reeves 1997, 263.
22 Nagel 1981, 206.
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from the word(s), learn them from the picture(s) (Syr. surta).2 Nevertheless,
it is not impossible that Ephrem introduces “Surta” because it was the very
title that Mani himself used when he wrote about his collection of pictures
in Syriac.

Regarding the origin of the Yugna, Ephrem attributes its creation directly
to Mani. He mentions that Mani not only wrote down his teachings, but that
Mani himself “also illustrated (the) figures” of his doctrine. To support this
claim, Ephrem quotes Mani’s own words that specifically state this: “I have
written them (the teachings) in books and painted them in colors.” Therefore,
Ephrem identifies Mani as the author of the texts and the painter of the visual
representations of his religious message.

Regarding the question of appearance, Ephrem provides data on the solely
pictorial medium and the format of the Yugna. First of all, Ephrem, too, con-
veys that this work captured its content in visual means: He says that in the
Yugna the teachings “were painted” “in pigment” and “in colors,” and he calls
it “the picture” by using two different words, yugna and surta, both of which
connote ‘picture’ or ‘image’ in Syriac. It is important to note that by distinguish-
ing the “books” written by Mani from a yugna painted by Mani, Ephrem sug-
gests a solely visual rendering of religious teachings created as a self-standing
pictorial volume. By juxtaposing the written and the pictorial as two distinct
vehicles of communication employed by Mani, Ephrem implies that Mani’s
pictorial work was not an illuminated manuscript, that is, it was not a text
supplemented with illustrations, but instead it was solely pictorial, a surta.2*
An additional clarification is that this yugna/surta was a scroll: Mani used pig-
ments “on a scroll” to create it. Thus, Ephrem implies the medium of a classical
pictorial roll, a painted scroll consisting of a horizontal frieze-like arrangement
of a series of images. Ephrem does not remark about its material. Nevertheless,
he must have meant the format that, in his and Mani’s part of the late ancient
world could have reach about 40—45 cm in maximum height and was made
of parchment or possibly Egyptian papyrus. In either case, it is clear that the
scroll Ephrem writes about was a pictorial scroll made of an undefined por-
table medium and design.

Regarding the content of Mani’s pictorial scroll, Ephrem’s passage confirms
its doctrinal theme and certain didactic devices that it employed in order to
convey the dualistic theme of Mani’s teaching on Cosmogony. First, Ephrem

23 John Reeves notes: The Syriac yugna (yugqr’) is in fact a loanword from Greek eikon, and
it could have the same graphic form for both singular and plural (see the relevant entries
in the “little” Payne Smith lexicon, p. 190, inner column top; and in the “big” Payne Smith
lexicon, col. 1582 bottom). The Syriac synonym of yugn; is the last word in the text: surta
(tzwrt’) ‘illustration(s), picture(s), translated above as ‘visual forms. This word, too, can
be read either in singular or plural; hence the ambiguity in the translation (personal
communication).

24  On the difference between a luxurious illuminated manuscript (a bound text adorned
with miniature paintings) and a solely pictorial collection of images (a pictorial scroll or
a pictorial tableau) used as a didactic visual aid of oral instruction, see Chapter 5, below.
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states the overall doctrinal nature of the Yugna by noting that it contained
Mani’s “doctrine” and “his teachings,” it showed mythological beings (i.e.,
the “figures of the godless doctrine”), and that it was mentioned along with
Mani'’s written books. Second, Ephrem remarks about certain didactic devices
employed within the Yugna in order to convey its pictorial content effectively.
The positive and negative role of the figures was indicated via the aesthetic
value of their appearances (“odious” and “lovely”). The figures were further
defined by labels (“sons of Darkness” and “sons of Light”) written next to them:
“He labeled the odious (figures) ‘sons of Darkness’ in order to declare to his
disciples the hideousness of Darkness, so that they might loathe it; and he
labeled the lovely (figures) ‘sons of Light’ in order to declare to them its (the
Light's) beauty so that they might desire it.” Third, within the latter sentence,
Ephrem also alludes to a specific teaching on the duality of the Light and the
Darkness that belongs to Manichaean Cosmogony and regards a primordial
battle between the forces of Light (“sons of Light”) and the forces of Darkness
(“sons of Darkness”) and their mythical collision that resulted in the birth
of the Earth and the suffering that all life experiences upon it. By noting the
depiction of the “sons of Light” and the “sons of Darkness,” Ephrem implies
that Mani’s Yugna included the visual rendering of this Cosmogonical subject.

Especially informative is Ephrem’s data on the function of Mani’s pictorial
scroll, by confirming that it supplemented oral instruction and that various
visual didactic tools were built into its pictorial program. He writes that the
scroll was meant to assist those “who hear the teachings verbally,” and who
are “unable to learn them from the words” (i.e., solely from an explanation).
This statement is unique because it explicitly emphasizes the Yugna's use as an
adjunct to oral instruction. None of the sources discusses with such clarity the
intended didactic function of Mani’s pictorial work. In addition, Ephrem con-
veys the educational role of the Yugna, by noting a variety of didactic means
that it employs to facilitate the teaching of the doctrine via visual means—i.e.,
its figures were identified by labels written next to them and allegoric images
of beauty and ugliness were employed to attract viewers towards good and
repulse them from evil. The paintings that Ephrem discusses were designed to
function as effective visual aids of orally delivered religious instruction.

Lastly, an indirect reference to a broad date of Mani'’s Yugna is also provided
in this passage of the Prose Refutations. In two sentences, Ephrem places the
origin of the Yugna in the years of Mani’s ministry (240—274/277 CE) by credit-
ing Mani’s disciples at the start of his passage and by quoting Mani with this
information towards the end of the passage.

7 Theophanes Confessor’s Chronicle on the Events of Year 506/7 CE
(before 813)

The claim that the Manichaean pictorial repertoire included Jesus subjects

during this early phase of their history seems to be supported by Byzantine

documentary evidence from the early sixth century. The Byzantine historian,

Theophanes Confessor (ca. 760-818) is best known for a Chronicle written
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about Byzantine saints and emperors who lived between 284 and 813.25 Writing
about the year 506/7 in connection with Emperor Anastasius (491-518),
Theophanes mentions (1) a Manichaean painter with an imperial commission,
(2) a church that stood near the palace, (3) paintings with an unusual iconogra-
phy, and (4) an uprising. The name and the fate of the painter is not recorded,
but we learn that he was a Syrian man, originally from the Persian side of the
border, who came to Constantinople from the town of Cyzicus in the Mysian
region of northwestern Anatolia. He worked on the decoration of one of the
imperial palaces as well as a church named after St. Stephen located in the
Aurelianae district of the city.26 We also learn that besides being a painter, this
Manichaean was a leading elect, one of the 360 presbyters of the Manichaean
Church. The passage reads:

Anastasios brought a Syro-Persian Manichaean painter (Gr. zographon)
from Kyzicus, in a guise of a presbyter, who dared to depict certain fan-
tastic subjects (Gr. graphai phasmatode), quite different from the holy
images of churches (Gr. allotria ton ekklésiastikon hagion eikonon), in
the palace of Helenianai and in St Stephen of Aurelianai, on the instruc-
tion of the emperor, who applauded the Manichaeans. This led to a great
uprising among the people.?”

Theophanes provides the only data known today about Manichaean wall
paintings in this part of the world. Actual fragments of Manichaean wall paint-
ings survive only from the region of Kocho. Unlike in East Central Asia and
East Asia, where Manichaean buildings do survive, archeological records of
manistans are not documented from Mesopotamia and the Mediterranean
region.

Theophanes does not specify what part of the church and what subjects
the elect painted. Nevertheless, it stands to reason that all that a Manichaean
painter could contribute to the decoration of a Byzantine orthodox church
would be related to Jesus (icon of Jesus, or narratives scenes from his life),
since the Old Testament was rejected by the Manichaeans.?8 These paint-
ings most likely included an enthroned Jesus image and narrative scenes on
the life of Christ, as these two subjects were shared between early Byzantine
and Manichaean art.2 We may speculate that some iconographic details,

25  Strayer 1989, 12:22. For the debated attribution of the text, see Mango 1978, 9-17.

26  Mango 1972, 33 and 265.

27  Mango and Scott 1997, 229—230. Theophanes also notes that Anastasios’s mother was a
“zealous devotee” of the Manichaeans, and that when her son became emperor in the
year 490/1, the Manichaeans were delighted (209). For the above passage in Greek, see
Boor 1963, 1:149.28-150.1.

28  Onthe Manichaeans’ attitude towards the Old Testament, see Lieu 1992, 155, and 166-168.

29  The best-preserved Uygur Manichaean icon of Jesus is found on a painted temple banner
from Kocho (MIK 111 6286, side 2[?]; see Figs. 5/42 and 5/46). This long-haired Jesus figure
with a pointed beard is shown dressed in a red-robe and a gold-hemmed white cloak,
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which could go unnoticed in the provinces but were found to be unorthodox
in Constantinople, gave away the painter’s covert identity. But it is also plau-
sible that the Syriac painter’s identity was suspect already to the authorities
and thus, his paintings were only claimed to be “quite different from the holy
images of churches.” Either way, Theophanes’s passage is especially relevant
because it confirms that during the early sixth century (1) painting was still
practiced among the Manichaeans of Byzantium, (2) Manichaean pictorial
art was comparable to subjects depicted in Christian contexts, and (3) the
Manichaean repertoire of pictorial media included wall painting in West Asia.

8 Ibn al-Nadim’s Handbook (Ar. Kitab al-Fihrist, 987 CE)
Ibn al-Nadim (ca. 932—990 CE) is the author of a much-celebrated Arabic cata-
log of books that has an extensive account of Manichaeism. This catalog is con-
sidered to be a reliable source even after the discovery of primary Manichaean
texts. The little that is known about Ibn al-Nadim’s life indicates that both he
and his father earned considerable social standing for owning a large book-
store in Baghdad that was a popular meeting place for scholars. Making a living
from copying and selling books, Ibn al-Nadim acquired an unusually exten-
sive education, which allowed him to cultivated ties with the most celebrated
members of Baghdad’s learned society. Due to his expert knowledge of Persian,
Ibn al-Nadim is often thought to be a member of an ethnically Persian, Shiite
Muslim family—although this remains unconfirmed. Often noted is his choice
of a rare Persian loan word (pehrest ‘handbook, catalogue, or index’) in the title
of his book, which is otherwise written in Arabic. Completed in the year 987
CE, Ibn al-Nadim’s magnum opus is a learned handbook of a bibliographer on
“the books of all nations” known to him.3°

Ibn al-Nadim’s Manichaean chapter provides an extensive list of texts writ-
ten by Mani and his first disciples together with a reliable description of Mani
and his teachings. Surprisingly, Ibn al-Nadim does not mention Mani’s picto-
rial work (much like Augustine). Mani’s Hikon/Yugna or Manichaean didactic
paintings in general seems to be unknown to him with two exceptions. His
anecdotes on persecution and martyrdom of the Manichaean across Iraq do
include a few references to a portrait of Mani.3! Nevertheless, his list of 76 epis-
tles of Mani includes a tantalizing reference to one letter on a work titled “The
Pictures.” The title of Mani’s letter reads:

seated on a backless throne gesturing with his right hand. Its iconography is analogous to
early Christian images of Jesus (Gulacsi 2009a, 135-139, Figs. 13 and 15).

30 In addition, it chronicles the fate of the Manichaeans across the Abbasid Empire. See
Rudolf Sellheim and Mohsen Zakeri, Francois de Blois, and Werner Sundermann
“Al-Fehrest,” in Encyclopedia Iranica.

31 The Persian literary legend of “Mani the painter” is not part of al-Nadim’s knowledge
of Manichaeism, either. For al-Nadim’s references to icons of Mani, see the assessment,
below.
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The Epistle to Sis and Fatiq about The Pictures (Ar. al-suwar)3?

The evidence provided by this single title is fully aligned with already noted
facts about the designation, the appearance, and the dates of early Manichaean
didactic art.

Ibn al-Nadim chooses the plural form (al-suwar) of the noun al-sura that
connotes ‘picture, image, or illustration’ for his Arabic translation of the key
word in this title. With this noun, he references a title within the title of this
epistle, since his word-choice corresponds with the only “Picture” known from
Mani’s writings—the collection of didactic images titled Hikon in Coptic and
Yugna in Syriac. Regarding the question of appearance, the connotation of
al-suwar, in itself confirms that the work of art, about which the epistle was
written, was pictorial. Ibn al-Nadim’s terminology implies an undefined paint-
ing medium and multiple images. Concerning the question of dating, a final
piece of data is implied by the fact that Mani is noted here to have written an
epistle to his disciples about the Al-suwar. This confirms that the work refer-
enced in the letter already existed during Mani’s lifetime.

Assessment of Data: Designation, Attribution, Dates, Appearance,
Content, and Function

The above survey of Coptic, Syriac, Greek and Arabic passages yields a sig-
nificant quantity of reliable evidence about the didactic paintings of the
Manichaeans in West Asia and North Africa (Table 1/3). Specific to their time
and place, these textual sources answer a variety of questions related to the
designation, dates, attribution, appearance, content, and function associated
with the pictorially rendered versions of Mani’s teachings. Their data supply
us with a historically informed understanding of Manichaean didactic art
during the earliest era of Manichaean history. Considering this body of evi-
dence together for the first time eliminates false assumptions and, in some
cases, proves previously hypothesized, yet unsubstantiated, claims. More
importantly, the information gained from these texts leads to new discoveries
fundamental for writing an informed history of didactic pictorial art among

32 Reeves 2011, 117. Ibn al-Nadim’s list includes 75 epistles, most of which are about specific
Manichaean teachings, such as the seal of the mouth, patience, time, commemorating
the Good, almsgiving, etc. The only other epistle that names a book by Mani is num-
ber 74: “The Epistle to/of ‘Abd Yal about the Book of Mysteries” (119). While Reeves’ trans-
lation accurately reflects the ambiguity of the Arabic grammar, he also notes that the
epistle on The Picture is known to had been written by Mani, based on M 915, a Turfan
Manichaean fragment written in Sogdian. Although without mentioning that it concerns
“the Picture(s),” M 915 lists this “Sisin-Pati Epistle” together with Mani’s other works,
thus establishing that its author is Mani and his two disciples, Sisin and Pati, are the
two addressees (Haloun and Henning 1952, 206). A possible reference within this title to

Mani’s Ardhang is considered by Reeves (2011, 117, note 221).
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TABLE 1/3  Summary of data about Manichaean didactic paintings in Coptic, Syriac, Greek, and Arabic textual
sources

DESIGNATION
(1) Five common nouns connoting ‘picture’ (all texts)
Coptic common noun: Aikon ‘picture, image’ (Kephalaia 7, 92, 151, 191; Homilies 18, 24, 25, 27)
Coptic common noun: eine ‘picture, image, representation, likeness’ (Kephalaia 7, 191)
Syriac common noun: yugna ‘picture, image, (Ephrem)
Syriac common noun: surta ‘picture, image, illustration’ (Ephrem)
Arabic plural common noun: al-suwar ‘pictures, illustrations’ named in epistle (Ibn al-Nadim)
(2) Two titles connoting Mani’s collection of images in Coptic, Syriac, and Arabic (Kephalaia 7, 92, 151, 191,
Homilies 18, Ephrem, Ibn al-Nadim)
Coptic Hikon listed together with Mani’s other books (Kephalaion 151, Homilies 25, 27)
Coptic Hikon listed together with Mani’s Gospel (Kephalaion 151, Homilies 27)
Syriac Yugna—Greek etymology analogous to Coptic Hikon (Ephrem)
Arabic Al-suwar ‘pictures, illustrations’ named in epistle (Ibn al-Nadim)

ATTRIBUTION
(1) Attributed to Mani (Kephalaia 7, 92, 151, 191; Homilies 18, 24, 25; Ephrem)
Mani noted as intellectual author, i.e., “commissioner” (Kephalaia 1571)
Mani noted as creator, i.e., “painter” (Kephalaia 92, 151; Homilies 18, Ephrem)
(2) Reason of origin noted (Kephalaia 151, Ephrem)
(3) Exclusive to Mani among founders of religions (Kephalaia 151)

DATES

(1) 240-274/277 cE: Created by Mani during his ministry (Kephalaion 151, Ephrem)
240-274/277 CE: Used by Mani during his ministry (Kephalaion 92)
240—-274/277 CE: Mani wrote an epistle about it (Ibn al-Nadim)

(2) 506/7 CE: Repertoire of Manichaean didactic painting includes Jesus theme (Theophanes)

APPEARANCE
1) Pictorial, i.e. “painted” (Kephalaia 92, 151, Homilies 18, Ephrem)

(

(2) Employs didactic pictorial devices, i.e., labels and aesthetic values (Ephrem)
(3) Scroll format noted in the fourth century, (Syr.) mgallta ‘scroll’ (Ephrem)

(4) Contains multiple pictures (Homilies 18)

(5) Solely pictorial (Kephalaion 151, Ephrem)
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CONTENT
(1) Doctrinal content as in Mani's written books (Kephalaion 151, Homilies 25, 2 7; Ephrem)
(2) Themes included:
Soteriology (Kephalaion 7, 92)
Stages of afterlife before and after the Judgment (Kephalaion 92)
Arrival of Light Maiden and three angels (Kephalaion 7)
Prophetology, implied
Repertoire of Manichaean painting included theme suited for Byzantine church (Theophanes)
Life of Jesus, implied (Theophanes)
Icon of Jesus, implied (Theophanes)
Theology
Icon of the Light Maiden (Kephalaion 7)
Cosmology/Cosmogony
Figures of Light and Darkness (Ephrem)

FUNCTION

(1) Used in context of oral instruction (Ephrem, Kephalaion 92)
Catalyst for question-and-answer discussion (Kephalaion 92)
Pointed to during instruction (Kephalaion 92)
Disciples sit in front of it (Kephalaion 151, Homilies 27)
Mani employs it himself to teach his lay followers (Kephalaion 92)
Unique to Mani (Kephalaion 151, Ephrem)

(2) Effective in reinforcing teaching visually (Kephalaia 7, 92, 151, Ephrem)
Teaches via pictorial devices, i.e., labels and aesthetic values (Ephrem)
Aids in visualizing mythical stages of a person’s religious career (Kephalaia 7, 92)
Deities recognized based on their depiction (Kephalaion 7)

(3) Guards against corruption of Mani’s teaching (Kephalaion 151)

(4) Symbolizes Mani’s teaching together with his book(s)

the Manichaean communities of Mesopotamia and the East Mediterranean
region between the mid-third and the late tenth century.

1 Designation of the Canonical Collection of Images in Coptic,
Syriac, and Arabic vs. References to Icons of Mani in Greek and
Arabic Sources
The passages surveyed above contain five nouns that mean “picture/image”—
two in Coptic, two in Syriac, and one in Arabic language. From among them,
three are used as a title to refer to Mani’s didactic pictorial volume, which is
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listed with Mani’s other didactic compositions that he wrote for his disciples
(see Tab. 1/3: Designation).

The Coptic texts name Mani’s collection of didactic paintings as the Hikon
(Kephalaia 7, 92, 151, 191; Homilies 18, 24, 25, and 27). It seems that the Syriac
passage calls it Yugna (Ephrem). In their respective languages, both nouns are
Greek loanwords (< Gr. eikon ‘picture, painting, image’) that retain the conno-
tation of ‘picture, painting, or image, and thus the collection of didactic paint-
ings is translated as “The Picture.”®® Due to the foreign origin of both words,
some of the texts introduce a native synonym in their respective passages such
as the Coptic eine ‘picture, image, representation, likeness’ (Kephalaia 7, 191),
and the Syriac surta ‘picture, image, illustration’ (Ephrem).3+

Regarding the use of these nouns as titles, all texts connect the Hikon/
Yugna, with other holy books written by Mani. The term Hikon appears clearly
in such a role in the Coptic sources (Kephalaia 7, 92, 151 191, and Homilies 18).
Specifically, it may be listed together with either a general reference to “the
holy books” written by Mani (Kephalaion 151), with Mani’s eight listed books
(Homilies 24), or with “the Gospel, and the (other) books” by him (Homilies 27),
in order to emphasize Mani’s effort for dual (pictorial and textual) means of
communicating his teachings. Although somewhat less obvious in the Syriac
passage, it seems that Ephrem too uses the Greek-rooted Yugna as a title, men-
tioning this pictorial work specifically in contrast to Mani’s written “books’,
which is analogous to the systematic use of Hikon in Coptic. In the Arabic text,
Al-suwar is a title noted in a title of an epistle by Mani (Ibn al-Nadim).

While only two terms, the Coptic Hikon and the Syriac Yugna, are actually
documented in the textual sources, Manichaean scholarship routinely employs
the not-attested assumed Greek version of the title, Eikon, in reference to Mani’s
collection of didactic art.3> This jargon seems to acknowledge Mani’s partial-
ity towards Greek words in the titles of his works (as seen in the Pargameteia
and Evangelion). Since all the currently known primary textual sources are in
Coptic and the one polemical account is in Syriac, there is not a single case of
“Eikon” documented in the historical record. The only Greek Manichaean text
known today, the Cologne Mani Codex, discusses Mani’s youth and breaks off
before getting far into Mani'’s ministry. It mentions no didactic paintings, and
the noun eikon does not come up in its vocabulary.36

There is only one Greek text, a secondary account from Late Antiquity,
which discusses Manichaean art and uses the term eikon, and does so even in

33 Despite the fact that the Coptic title is in the singular, one Coptic passage (Homilies 18)
specifically mentions the multiple paintings of the Hikon, while others provide indirect
evidence to suggest that the Hikon was a collection of paintings. For more on this subject,
see the summary of data on appearance below.

34  Nagel 1981, 206. While in Arabic, al-suwar, is the plural from of the noun sura (Ibn al-
Nadim) that can mean ‘shape, picture, painting, image, or illustration’ (Reeves 2011, 117).

35  E.g, Nagel 1981, 200; Klimkeit 1982, 16; Heuser and Klimkeit 1998, 16 and 273; Gardner and
Lieu 2004, 295; Sundermann 2005, 374; and Késa 2013, 49—84.

36 Cameron and Dewey 1979.
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connection with Mani.3? Even thought it is about devotional art (as opposed
to didactic art), its use of eikon justifies a closer look of this passage. This text
is an important polemical account written in Greek by the Christian writer,
Eusebius (ca. 264—339 CE), who lived in Caesarea, the Hellenized political
and commercial center of the Roman province of Palestine.38 In his Letter to
Augusta Constantia, a sister of the emperor Constantine I (r. 324-337), Eusebius
explores the question of whether the Divine can possibly be illustrated by an
image. Based on Paul (who advised against seeing value in any form “according
to the flesh”), Eusebius asserts that Christians do not use images. In contrast,
he mentions examples when mistaken Christians and mostly heretics, such as
Simon the Magus and the Manichaeans, depicted their “godless heresy in life-
less matter.” He concludes by mentioning the Manichaeans standing in atten-
dance (literally, ‘attended/escorted’) around a depiction of Mani “[painted] in
an eikon” (dative form eikoni):

Itis said that Simon the Sorcerer is worshiped by godless heretics, painted
in lifeless material. I have also seen myself the man who bears the name
of madness (Mani) [painted] in an image (Gr. eikoni) and escorted (or
‘attended, Gr. doruphoroumenon) by the Manichaeans.39

This text provides the very first evidence of pictorial portraits of Mani and
the existence of a devotional practice associated with Manichaean pictorial
art. Eusebius’s data is especially relevant, since all the other currently known
textual sources on Manichaean art from this era discuss a different genre of
paintings (Mani’s collection of didactic images) and their pointedly educa-
tional context of use. One must consider the possibility that Eusebius might
mean here not an eikon of Mani, but the title of one of his works, Mani’s collec-
tion of didactic paintings (which most likely was called in Greek, the Eikon of
Mani), around which the Manichaeans could have gathered to listen to a teach-
ing conducted with images. Eusebius’ grammar, however, is clear. He reports
about seeing Mani “in a painting,” escorted/attended by the Manichaeans.*°
Such a devotional use of a painting of a prophet is substantiated only by indi-
rect evidence provided in Coptic Manichaean hymns to Mani and Jesus, which
already imply a worship practice, but which fall short in referencing the use of

37  Besides this fourth-century Greek source, there are three Arabic accounts referring to the
eighth to tenth centuries in Iraq that note a “picture/portrait of Mani” (Lieu 1992, 113 and
216; Reeves 2011, 231, 246, 255; and Vajda 1937-38, 184-185). See discussion below.

38  Dopp and Geerlings 2000, 195-198 and 212—216.

39  Mango 1972,18. For the Greek text, see Migne, Patrologice cursus completus. Series Graeca,
20,1548 D.

40  Starting from 313 CE, the Constantinian era of religious tolerance (also referred to as the
“Peace of the Church”) allowed for a free and open practice of all religions of the Roman
Empire, including the Manichaeans. Therefore, it is possible that what Eusebius saw was
an open-air celebration of the Manichaean Béma Festival as Klimkeit also hypothesized
(Klimkeit 1982, 50).
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any devotional portraits. Eusebius’ text confirms that the Manichaeans used
pictorial art during the early fourth century in Roman Palestine, but it does not
mention their didactic paintings.

Arabic authors confirm the continued existence of Mani images in West
Asia, while writing about three different events of persecution that took
place during the eighth, ninth, and tenth centuries in Umayyad and Abbasid
Mesopotamia. They all use the Arabic noun sura, ‘picture, image, as a refer-
ence to Mani’s portrait. The earliest of them is from the middle of the eighth
century, from the time of the Umayyad caliph, Walid 11 (. 743—744 CE) who was
rumored to have Manichaean sympathies. Writing about this caliph, about 170
years after his reign, Abu’al Faraj al-Isfahani (d. 923 CE) mentions the following
in his Kitab al-aghani:

... Al-Walid was a zindiq. There was a man from Kalb advocating the doc-
trine of dualism. I visited al-Walid one day and that Kalbi was with him,
and between them there was a basket whose top was fastened with what
appeared to me to be green silk. He (i.e., the caliph) said, “Come closer,
O ‘Ala}" and so I approached; and he lifted up the silk. Inside the basket
was a human image. Because mercury and ammonia had been applied
to its eyelid, it would blink as if it were moving. He said, “O ‘Ala, this is
Man1! God sent no prophet prior to him, nor has He sent a prophet after
him!” I replied, “O Commander of the Faithful! Fear God and do not allow
this charlatan to mislead you from your faith!” The Kalbi said to him, “O
Commander of the Faithful! Did I not warn you that ‘Ala’ could not toler-
ate this tradition?"#!

Another mention from the early ninth century concerns the reign of the
Abbasid caliph, al-Ma'min (r. 803—833 CE). The historian Ma’stidi (d. 956 CE) in
his book titled Murij al-dhahab notes an event that took place about 130 years
before his own time, when an image of Mani was used to validate the honesty
of an ex-Manichaean’s conversion to Islam:

...As for us, we are Manichaeans who have been defamed before
al-Ma'mun, and we are now being brought before him. He will question
us about our affairs and interrogate us about our doctrine, and he will
exhort us to repent and renounce it by subjecting us to different kind of
trials. Among these include his showing us a picture of Mani and order-
ing us to spit on it and thereby clear ourselves of suspicion. He will also
order us to sacrifice an aquatic bird or a pheasant. Whoever complies

with these orders saves himself, and whoever disobeys them is put to
death.42

41 Reeves 201, 255.
42 Reeves 2011, 246—247.
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The last known Arabic example takes us to the early tenth century, to the year
923 CE. Writing about an event that occurred mote than 250 years before his
generation, Ibn al-Jawzi (d. 1201 CE) in his Muntazam notes that an image of
Mani and four sacks of Manichaean books were burnt in front of the Public
Gate of Baghdad:

At the midpoint of Ramadan (in the year AH 311, which was 923 CE) he
(the caliph Mugqtadir) incinerated besides the ‘Ammah Gate (i.e., ‘Public
Gate’ in Baghdad) an image of Mani and four sacks of books which pro-
moted zanadiga. There dripped out of it (the fire) a quantity of gold and
silver from what had adorned the volumes.*3

There is no reason to doubt that painted images of Mani are mentioned in
these Arabic accounts. The passage of Abu’al Faraj al-Isfahani is descriptive
enough to positively confirm that a portrait was conveyed on an unspecified
support (possibly wood), since it mentions some of the materials that created
the illusion of moving eyelids, as well as an appropriately luxurious green silk
wrap that protected the image. In addition, all three texts use the same Arabic
word for image/portrait with arguably the same connotation. Therefore,
besides Eusebius’ somewhat ambiguous Greek reference to an early fourth-
century eikon of Mani in Roman Caesarea, these three Arabic texts confirm the
continued existence of Mani’s portraits from West Asia until the early tenth
century.

Like the Greek sources, the Latin sources are silent even about Manichaean
art in general. The few Latin primary texts known today are written with sub-
jects unrelated to art and therefore they do not mention Mani’s doctrinal
collection of paintings. Curiously, the relatively substantial quantity of Latin
polemical accounts also ignores art used by the Manichaeans. This includes
Augustine of Hypo, who, more then simply ignoring it, actually makes two
rather unambiguous references to the lack of didactic imagery among the
Manichaeans, with whom he was familiar in fourth-century North Africa:

These and countless other absurdities are not represented in painting,
or sculpture, or in any explanation. [...] Indeed, your gods have innu-
merable occupations, according to your fabulous descriptions, which you
neither explain, nor represent in a visible form.*#

Augustine discusses the “finely ornamented binding,” the “finest parch-
ment,” and the exquisite calligraphy of Manichaean books, but he remains
silent on any pictorial art. Contrary to the commonly held misconception in
Manichaean studies, Augustine does not mention an image of Mani displayed

43  Reeves 2011, 231.
44  Contra Faustum 20:9 and 20:10 (Schaff 1952, 256 and 257). For a different translation, see
Teske 2006, 268 and 270.
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on the béma.*> On closer examination, the idea that literary sources record
such a display turns out to be a fallacy in Manichaean studies that has been
repeated in later scholarship without presenting any evidence to substantiate
it. While “the béma throne” is indeed discussed in primary sources*é and one
polemical secondary account,*” we are yet to find any texts stating that an
image of Mani was displayed on this throne. In his extensive writings about
the Manichaeans, Augustine does not note any didactic paintings, portraits
of Mani, or illuminated manuscripts. Pictorial art was not part of Augustine’s
Manichaean experience—a point that will be revisited later in this study.*8
The existence of devotional portraits, that is, icons of Mani from West Asia
is positively confirmed between the fourth and tenth centuries, when four tex-
tual sources refer to them. They include the Greek account of Eusebius writing

45  Asmussen in his Enc. Iranica entry on ArZang writes: “it [i.e., the ArZang] is distinguished
from the picture (Gr. eikon, M.Pers. phykyrb, Parth. padgyrb, Uyg. kork) of Mani which, at
the time of the Béema Festival was placed on a throne in front of the community (Henning,
BBB, 9, Haloun-Henning, “Compendium,” p. 210 n.4).” Most recently, this claim is repeated
by Pedersen (1993, 273) and Reeves (2011, 231 note 47), who rely on previous Manichaean
studies scholarship. Klimkeit also asserts that “the fact that there was a portrait of Mani
on the Bema throne in the Western tradition is known to us from primary and secondary
sources like the Coptic Psalm-Book and Eusebius (Letter to Empress Constantia)” (Klimkeit
1982, 50). It must be noted, however, that these textual references, including the Coptic
Psalm-Book (Allberry 1938, 16:24 and 26:5), are highly imaginative interpretations of the
actual words, none of which actually state what is claimed here.

46 Manichaean sources on the béma throne include the above-mentioned Psalm-Book,
which does not contain the phase “image of Mani,” and the above-mentioned BBB
(Henning 1937), which provides only a long list of deities that the community praises in
context of the prayer, performed on the occasion of the Béma Festival, but make no refer-
ence to any image or portrait of Mani.

47  Augustine, Cont. Fund. 8.9: “... you celebrate with great honors your Béma, that is the day
on which Mani was killed, with the lectern raised up by five steps, adorned with precious
cloths, placed in the midst and facing towards the worshippers” (Teske 2006, 239—240).

48  While acknowledging this perplexing lack of concrete evidence on Manichaean paint-
ing in Augustine’s writings, Johannes van Oort notes that supplementary books may
refer “in guarded terms to the drawings and graphics in the books. As may be inferred
from the subsequent remarks in conf 111, 6, 10, the depictions of the sun and the moon
were intended to be representations of God. In conf. 111, 6, 1 Augustine speaks of the
‘five elements, which take on different colours, each in accordance with one of the five
caverns of darkness. If our preceding analysis of correct, one may assume that the pic-
ture book(s) of the Manichaeans in Roman Africa also contained (coloured) delineations
of these ‘quinque elementa varie fucata propter quinque antra tenebrarum.”—The whole
passage (conf 111, 6, 10-11), like several other anti-Manichaean passages in Augustine’s
oeuvre, requires a fresh analysis because of the likely presence of picture books among
the Manichaeans in the Latin West. In any case, a reference like ‘Manichaeans had exqui-
sitely decorated liturgical books, finely bound, as orthodox Churches outside great cities,
had not’ is vague and moreover, lacks specific evidence in regard to the supposed ‘liturgi-
cal’ (?) use” (2008, 448—451, note 29). For a curiously similar statement about the luxurious
books of the Manichaeans vs. the decorated churches of the Christian, see a quote from
the Abbasid historian Ibn al-Jawzi, discussed in Chapter 2 under “Designation.”
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before 339 CE and three Arabic historical passages that document the perse-
cution of the last Manichaean communities in Abbasid Iraq in the years 753,
826, and 923 CE. In the Arabic texts, the common noun sura is used to connote
a depiction of Mani. Unlike any other language, in Arabic a grammatical fea-
ture distinguishes the title of Mani’s pictorial work from Mani’s portrait. As
confirmed by Ibn al-Nadim, the noun is used in plural form, when the title of
Mani'’s pictorial work the Al-suwar, (literally, ‘The Pictures’) is meant.

2 Attribution: Mani as Intellectual Author versus Actual Painter

All eight textual passages acknowledge Mani’s ties to the collection of didac-
tic paintings they chronicle. Some of them even name the reason behind the
origin of Manichaean didactic art and note the exclusive nature of their exis-
tence and use (see Tab. 1/3: Origin).

The attribution of this art to Mani is unambiguous and direct (Kephalaia 7,
92, 151, 191 Homilies 18, 24, 25; Ephrem). No matter what genre and whether com-
posed in prose or verse, they all make a point of emphasizing Mani’s associa-
tion with it. They quote Mani’s words directly or people addressing Mani in the
second person, and some of them discuss Mani’s Hikon and his role as painter in
the third person. The idea that Mani was the intellectual author of his collection
of didactic images, that is, its commissioner as opposed to its actual painter, is
suggested in the 1515t chapter of the Kephalaia. This highly authoritative Coptic
primary source, composed originally in Syriac, quotes a text most likely written
by Mani himself, in which he declares that “just as I have written it in books,
so [I have] also ordered it (< Gr. keleuein) to be painted” (Kephalaion 151). One
may imagine that ordering a picture to be painted was not unlike the act of an
author dictating a text to a scribe. In the late ancient world, both painters the
scribes provided skilled labor. The celebrated intellectual achievement, how-
ever, was credited to that of the mental creator, i.e., the person who conceived
of the idea. In the case of architecture, the credit routinely went to the sponsor
and/or commissioner of the work. Therefore, statements about Mani painting
the images of his Hikon (e.g.: Kephalaion 92, Ephrem) is best seen as a claim
of intellectual authorship, which in its original context was a figure of speech.
The literal understanding of this classical phrase of authorship outside the
Manichaean community gave rise to the legend that Mani was a great artist, an
admired painter. This notion in late mediaeval Persian literature overshadows
and eventually replaces Mani’s memory as founder of a religion.

Additional data related to the question of origin supplied by these texts
casts light upon yet another aspect of creation—one that concerns the ulti-
mate question of why, that is, the rationale behind the act of the maker. Two of
the texts quote Mani about why he wanted didactic pictorial art in his religion.
In both cases, the paintings are bundled with the books. In this way, Mani's two
distinct explanations justify both acts: the writing of his books and the paint-
ing of his didactic pictures. The first reason suggests that Mani created them as
arecord of his teaching in order to prevent the later corruption of his message:
“so that it not be altered” after him (Kephalaion 151). The second reason Mani
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gives specifically concerns his paintings, which were intended to help commu-
nicate his teachings: “Let the one who hears about them verbally also see them
in the Yugna, and the one who is unable to learn them from the word(s), learn
them from the picture(s) (Syr. surta)” (Ephrem).

A final issue of note is Mani’s deliberate application of visual communica-
tion in service of his mission. This is indeed an exclusively Manichaean phe-
nomenon, unparalleled in any other religion of the time. Mani himself sees it
so, and refers to it when listing why his church is superior among the religions
of Late Antiquity: “For all the [apostles], my brothers, who have come before
me, [have not written] their wisdom in the books as I have written it. [Neither
have] they painted their wisdom in the Hikon as [I have painted] it. My church
surpasses the earlier churches [also in this point]” (Kephalaion 151).

While none of the Christian polemicists addresses this aspect of Mani’s
claimed superiority (i.e., the use of visual communication in service of the mis-
sion), the ones that do talk about Manichaean paintings, Eusebius and Ephrem,
do see pictorial art as one of the major differences between their Christian
ways and the practices of the Manichaeans. For Eusebius, this art is devotional
imagery and the practice is a kind of idolatry: “an image (Gr. eikoni) escorted
(or ‘attended, Gr. doruphoroumenon) by the Manichaeans.” For Ephrem, it is
didactic art with its heretical message in the Yugna, where “Mani also illus-
trated (the) figures of the godless doctrine, which he fabricated out of his own
mind, using pigments on a scroll.”

3 Dates: The Era of Mani’s Ministry (240—274/277 CE)

The texts considered in this chapter also date early Manichaean didactic art
(see Tab. 1/3: Date). They infer one date—the ca. 30-year period in the mid-
third century, which stretches between the 240s and the 270s CE. Thus, these
texts anchor the origin of this art to the era of Mani’s ministry. They do so by
mentioning that Mani commissioned or “painted” the Hikon/Yuqna (Kephalia
7, 92, 151, 191; Homilies 18, 24, 25; Ephrem). One of the passages focuses on an
event that happened, when Mani gave a teaching with his Hikon (Kephalaion
92). The latter passage is the only primary source that attests Mani’s use of his
didactic paintings in the course of oral instruction.

In contrast, they do not discuss the Hikon/Yugna/Al-suwar durin the post-
Mani era, when these texts were translated or composed in Roman Egypt,
Roman Syria, and Abbasid Baghdad. In fact, there is no direct evidence in
them about contemporaneous use of Mani’s collection of didactic paintings.
As noted above, even auditors, relatively learned in Manichaean matters, such
as Augustine of Hippo, were not aware of Mani’s canonical collection of paint-
ings (Contra Faustum). The reason for this may be due to the origin and func-
tion of these texts. The Coptic passages are translations of earlier Manichaean
writings in Syriac, most likely by the first generation of Manichaeans active
after Mani during the late third century. Similarly, Ephrem’s secondary passage
has its focus on Mani, and it relies almost certainly on Syriac Manichaean
texts when it quotes Mani. Even by writing that “according to some of his
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disciples,” it is unclear if Ephrem means whether he personally talked to some
Manichaean elects, or if he is reading a text written by them at an earlier time.
In any case, Ephrem’s concern is Mani and how Mani communicated his teach-
ings with the aid of his Yugna during the middle of the third century in the
Mesopotamian regions of Sasanid Iran. The same is true for Ibn al-Nadim, who
only gives the title of epistle that Mani wrote about the Al-suwar.

The only other date that surfaces in these sources in connection with
Manichaean didactic art is 506/7 CE. For this year, Theophanes Confessor pro-
vides the first record for the wall painting medium among the Manichaeans. In
addition, he implies that the repertoire of Byzantine Manichaean art included
a theme that was common between Christian art and Manichaean art—Jesus.
His reference from Constantinople therefore, provides the earliest date for
the existence of the Jesus subject among the Manichaeans, which most likely
included not only majestic, single-figure icons of Jesus, but also narrative
scenes that depicted episodes from Jesus’ life with a didactic intent.

There are four textual references to icons of Mani between the fourth and
tenth centuries, including one Greek (Eusebius) and three Arabic passages
(Abu’al Faraj al-Isfahani, Ma'stidi, Ibn al-Jawzi). Nevertheless, since none of
them notes the educational use of such paintings, these passages were not
included among the main texts surveyed in this chapter.

4 Appearance: A Solely Pictorial Scroll with Multiple Images

Regarding the question of the appearance, all the eight texts convey that the
Hikon|Yuqna/Al-suwar was a pictorial. Individually, they supply further pieces
of evidence about how this work of art looked: it was pictorial roll of multiple
images, which were supplemented with didactic devices to enhance their edu-
cational use (see Tab. 1/3: Appearance).

The solely pictorial nature is unambiguous in these sources. The connota-
tion of the Greek-rooted Coptic and Syriac titles (Kephalaion 7, 191; Homilies
24, 27) is affirmed by synonyms, such as the Coptic eine ‘picture, image, rep-
resentation, likeness’ (Kephalaion 7, 197), and the Syriac surta ‘picture, image,
illustration’ (Ephrem); as well as by introducing adjectives, such as “painted”
(Copt. zographe) and “drawn” (Copt. shei). Ephrem, writing as an outsider to
readers equally alien to Manichaeism, goes further by providing two descrip-
tive explanations. He states that Mani “painted (Syr. sar) (his doctrine),” “in
colors (Syr. bsammane),” and by “using pigments (Syr. bsammane)” (Ephrem).

This connotation is further affirmed in two passages. In Kephalaion 151, Mani
separates the written teachings from the pictorial teachings. The former is con-
fined to his “books.” The latter is contained in his Hikon. He states: “for all the
[apostles], my brothers, who have come before me, [have not written] their
wisdom in the books as I have written it. [Neither have] they painted their wis-
dom in the Hikon as [I have painted] it.” Analogously, in the Prose Refutations,
Ephrem distinguishes the verbal means of communication of the texts from
the visual means of communication of the Yugna: I have written them (the
teachings) in books and illustrated them in colors.” This overlap forms an
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additional point of similarity between the passages of Kephalaion 151 and the
Prose Refutations (Table 1/4).

The format is noted only by Ephrem who, although implies that he had
never seen Mani’s pictorial work, credits Mani’s disciples, when stating that
the Yugna was a pictorial roll: “According to some of his disciples, Mani also
illustrated (the) figures of the godless doctrine [...], using pigments on a scroll
(Syr. mgallta).” This portable format fits well with the reality of the itinerant
life of the Manichaean elect, as well as the artistic reality of Late Antiquity.
Although the scroll is known primarily for storing texts (book roll), some evi-
dence of its use as a solely pictorial medium is documented in the late ancient
art of the Roman Empire.

As to be expected from a painted roll, Homilies 18 notes multiple images of
Mani'’s painted work by using the plural noun n.zographeia ‘paintings’ in the
passage where Mani foresees the destruction of his religion, lamenting the loss
of his paintings by saying: “I weep for the paintings (Copt. n.zographeia) of my
Hikon.” Various authors pointed to this passage, while emphasizing the multiple
images and the solely pictorial nature of the Hikon.*® Additional support that
confirms the multiple images in this group of texts is provided by references to
the doctrinal themes that were depicted in Mani'’s Hikon, the topic of which will
be considered in connection with assessing the data on content, below.

There is no reference about the material from which of Mani’s pictorial roll
was made in these texts. Based on Mani’s geographical and cultural setting in
mid-third-century southern Mesopotamia, parchment is the most likely mate-
rial, despite the Manichaeans’ noted strict observance of not harming animals.
Augustine points out this contradiction, while talking about the parchment
codices of the Manichaeans in fourth-century North Africa.5? In his Contra
Faustum, Augustine writes:

Mandi’s doctrine conveyed in books and the Hikon/Yuqna as noted in Kephalaion 151 and the Prose

Refutations

VERBAL COMMUNICATION VISUAL COMMUNICATION
Mani’s textual books Mani’s Hikon/Yugna

MANTI'S DOCTRINE

Y N

49  Nagel 1981, 201; Klimkeit 1982, 15-16; Tardieu 2008, 43; Guldcsi 2011, 239 and note 14; and
most recently Késa 2013, 54.

50  Augustine does not mention the papyrus codices of the Manichaeans, which do survive
in large numbers from Roman Egypt.
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...Burn all your parchments with their finely-ornamented bindings; so
you will be rid of a useless burden, and your God who suffers confine-
ments in the volume will be set free. What a mercy it would be to the
members of your God, if you would boil you books and eat them! There
might be a difficulty, however, from the prohibition of animal food. Then
the writing must share in the impurity of the sheepskin. Indeed you are
to blame for this, like what you say was done in the first war between light
and darkness: You brought what was clean on the pen, in contact with
the uncleanliness of the parchment. Or perhaps for the sake of colors,
we might put it the other way: So the darkness would be yours in the ink,
which you brought against the light of the white pages.>!

The final character of Mani’s collection of images gained from these sources
concerns the employment of didactic devices. According to Ephrem, one such
device was the use of labels written next to groups of figures, while another
was the didactic the use of contrast created by opposing aesthetic values,
such as the “hideousness” of a depiction versus the “lovely” features of oth-
ers. Although both fulfill an educational role, at the same time they contribute
to the overall appearance of the Yugna. In Ephrem’s words, Mani “labeled the
odious (figures) ‘sons of Darkness’ in order to declare to his disciples the hid-
eousness of Darkness, so that they might loathe it; and he labeled the lovely
(figures) ‘sons of Light' in order to declare to them ‘its beauty so that they
might desire it'” (Ephrem).

5 Content: A Collection of Paintings on Various Themes

In lieu of any physical remains of the Hikon/Yugna/Al-suwar from the time
of these sources, the closest we can get to the pictorial content of early
Manichaean didactic art is through the analysis of a few brief descriptive
remarks made in five of the textual sources surveyed above. The five passages
that address this question are found in Kephalaia 7, 92, and 151, Homilies 27,
and in Ephrem’s Prose Refutations. In general, they all convey the doctrinal
content of the paintings. In three cases, they go further and refer to specific
subjects. Through their information on content, these sources support the
understanding already gained from data on the appearance (Homilies 18),
according to which Mani's pictorial work was more than a single all-inclusive
image and instead contained a series of individual paintings about his teach-
ings (see Tab. 1/3: Content).

The overall doctrinal content of Mani’s didactic paintings is conveyed by dis-
cussing it with the books written by Mani. In two cases, this includes a specific
mention of Mani's Gospel paired together with Mani’s Hikon (Kephalaion 151,
Homilies 27). The routine pairing of the Hikon/Yugna with Mani's books is a pat-
tern deliberately used in this literature in order to capture an essential element
in the design of Mani’s religion. Mani explains the reason for this in Kephalaion

51 Schaff 1956, 206.
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151 by stating that his idea of creating and using both written and pictorial
records of his teachings serves to prevent the corruption of his message. This
pointed pairing of the pictorial and written records of Mani'’s religion occurs
also in the Prose Refutations. To explain the unique need for pictorial records,
Ephrem brings up a pedagogical reason. He quotes Mani, stating that although
the teachings can be understood through their written/verbal communication,
some may benefit from also accessing them through pictorial/visual means.
Mani sees this dual means of communication as a great asset and mentions it
as the second claim a 10-point list of why his religion is superior (Kephalaion
151). Indeed, no other prophets used books, let alone paintings, to communicate
and safeguard their doctrines. This conscious attention to clear communica-
tion undoubtedly presented an advantage in “the religious marketplace” of Late
Antiquity, as indicated by the rapid spread of Manichaeism during the second
half of the third and fourth centuries across the Roman and Sasanian Empires.

Two main pictorial themes can be inferred through the brief references
found in three of these texts (Kephalaia 7, 92; Ephrem), which suggest depic-
tions of teachings on soteriology and what appears to be either cosmology or
cosmogony. Being doctrinal in nature, they were painted with the intent to
provide visually rendered summaries of Mani’s teachings. Although these two
themes hardly constitute a full table of contents, it remains unknown what
other themes were shown in the Hikon/Yuqna/Al-suwar during this early era
of Manichaean history.

Salvation (i.e., human eschatology) provides the ultimate rational for prac-
ticing a religion. It is told from a human perspective with cosmic implications.
Understanding it prepares the individual for the supernatural phase of the
religious experience. The portrayal of this theme in Mani’s Hikon is described
in the best-preserved and clearest of the three references known today from
Late Antiquity concerning the contents of early Manichaean didactic picto-
rial art—Kephalaion 92. This chapter records a dialogue between a layman and
Mani that took place in the course of a teaching conducted with the aid of the
Hikon. The details of the description suggest that the image discussed showed
the stages of salvation in two tracks, one for the righteous and another for the
sinner: “You have depicted the righteous one, how he shall be released and
brought before the Judge and attain the land of light. You have also drawn the
sinner, how he shall die. He shall be set before the Judge and tried |[...] the
dispenser of justice. And he is thrown into Gehenna, where he shall wander
for eternity.” The stages of salvation here include: (1) death, (2) release form the
body, (3) being brought to the Judge and tried, (4) judgment, (5) arrival to the
place ordained for the sinner in Gehenna and for the righteous in the Land of
Light (Table 1/5). But the main reason for writing this chapter is to have Mani
explain the middle experience between these two extremes—a series of rein-
carnations by the catechumen, i.e., the “middle way of purification,” something
that was not depicted in the Hikon.

Albeit more obscure and much shorter, the theme of salvation surfaces in
yet another source, Kephalaion 7. Its brief reference concerns a female deity
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TABLE 1/5  Salvation theme depicted in the Hikon as described in Kephalaion 92

LAND OF LIGHT MIDDLE WAY OF PURIFICATION

reincarnation of the catechumen
(not shown in Hikon according to Kephalaion gz2)

RIGHTEOUS CATECHUMEN SINNER

~ t

JUDGEMENT

!

BEING BROUGHT BEFORE JUDGE

!

RELEASE FROM BODY

!

DEATH OF ELECT OR CATECHUMEN

A

GEHENNA

and three angels who play a role in the events of Salvation as depicted in Mani’s
Hikon. The female deity referred to as “this Form of Light,” is a manifestation
of the Light Maiden. The passage states that the way she looks corresponds to
her depiction that occur in connection with the events of the afterlife: “... this
Form of Light (is) the one (=feminine form) who appears to everyone who
will come out of his body—corresponding to the image of the Hikon of the
Apostle.” To clarify this, further elements from the pictorial context are noted.
We learn that three angels are painted with her, each bearing a gift for the
afterlife of the righteous: “... this Form of Light (is) the one (=feminine form)
who appears [...] with the three great glorious angels (=masculine form)
who have come with her. One holds the prize in his hand. The second bears
the garment of Light. The third is the one, who holds the diadem and the
wreath and the crown of Light. These are the three angels of Light, the ones
who come with this Form of Light, and appear with her to the elect and cat-
echumens.” The appearance of the Light Maiden and her three angels takes
place within the broader context of Salvation, after the Judge decrees the
eternal destiny of the righteous elect or catechumen in the Land of Light.
The details, which are noted only in Kephalaion 7, supplement well what is
discussed in Kephalaion 92 (Table 1/6). They imply that after the judgment, the
three angels will give the undefined “prize,” together with the garment of Light
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The light maiden within the salvation theme depicted in the Hikon as described in Kephalaion 7
and Kephalaion 92

(ASCENT OF) THE RIGHTEOUS TO THE LAND OF LIGHT
(Kephalaion g2, omitted in Kephalaion 7)

A

ARRIVAL OF “A (FEMALE) FORM OF LIGHT”

with 3 angels of light holding gifts for afterlife: “a prize,” a garment of light, a crown
(Kephalaion 7, omitted in Kephalaion 92)

A

JUDGEMENT
(Kephalaion g2, omitted in Kephalaion 7)

A

RELEASE FROM BODY
(Kephalaion 7 and Kephalaion 92)

)

DEATH OF ELECT | CATECHUMEN
(Kephalaion g2, omitted in Kephalaion 7)

and the crown of Light to be worn by the righteous one as s/he starts an eternal
life in the Realm of Light.

Further support for the early existence of this pictorial subject may be
seen in the continued use of artistic representations of salvation in later
Manichaean art. Actual examples of soteriological images are documented not
only among the mostly fragmentary remains of Uygur Manichaean art, dating
from between the mid-eight and early eleventh centuries, but also among
the exquisitely well-preserved and newly discovered examples of Chinese
Manichaean art, dating from between ca. twelfth and fourteenth centuries, as
will be discussed in Chapter 6. This fact of thematic continuity in Manichaean
didactic art is especially relevant since, while physical remains of Manichaean
paintings do not survive from this first episode of Manichaean history, the exis-
tence of Salvation imagery in early Manichaean art is positively confirmed by
the two Coptic textual references to Mani’s Hikon noted above.

The second pictorial theme of early Manichaean didactic art is noted by
Ephrem who states that Mani’s Yugna showed the figures of Light and the
figures of Darkness. Unfortunately, this tantalizing statement is not detailed
enough to identify a single pictorial subject; since this duality is at the core
of Mani’s worldview, the subject of Light and the Darkness comes up in most
Manichaean doctrine. Nevertheless, supernatural beings associated with the
two principles seem to be most integral to Mani’s teachings about the universe,
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surfacing especially prominently both in the history of its formation (cosmog-
ony) and the description of its structure (cosmology). Therefore, it is possible
that Ephrem notes either a cosmology or a cosmogony theme depicted in
Mani’s Yugna.

The idea that the early Manichaean pictorial repertoire included prophe-
tology is raised by the Byzantine historian, Theophanes Confessor. Theophanes
discusses a Manichaean painter with an imperial commission to decorate
a Byzantine church—most likely its interior walls with an icon of Jesus and
scenes from the life of Jesus that ended up looking “quite different from holy
images of churches.” While the Jesus theme is attested in Manichaean pictorial
art from East Central Asia and East Asia, Theophanes’ passage is the earliest
and the only currently known evidence on this subject from West Asia. The
claim that Jesus’ life was depicted in early Manichaean didactic art is sup-
ported by the importance of the Jesus theme in Manichaean doctrine. Indeed,
Jesus is the most important human messenger for Mani.5? With a uniquely
Manichaean take, Mani explains Jesus’ suffering to be symbolic of the suffer-
ing of the Light, the elemental component of the Good and the Divine in the
universe that the Manichaeans aim to liberate from its captivity by Darkness,
through what they call “the work of [their] religion.” Jesus’ suffering becomes
a central symbol of the religion, referred to as the Cross of Light.53 After Mani’s
passing, his death was discussed in comparison with that of Jesus, as docu-
mented by Parthian, Coptic, and Greek language sources,>* including the origi-
nally Syriac prose behind the Greek Cologne Mani Codex.55 Overall, Jesus plays
a variety of roles in Manichaeism among which that of the human messen-
ger is an important one, as documented in a recent monograph by Majella
Franzmann.’>® Mani gave sermons on Jesus’ life;%” and identified himself as “the
Apostle of Jesus Christ” in the starting formula of his letters and in the inscrip-
tion engraved on his official seal.

52 Seee.g, Gardner 2009, 147-158.

53  BeDuhn 2009, 51—70.

54 A Coptic example is found in the Homuilies (42:9-85:34), see Pedersen 2006, 42—85. The
codex itself dates from the second half of the fourth century and contains a collection of
sermons that were originally composed in Mesopotamia probably soon after the death
of Mani, to which it refers. For other proposed dates, see Pedersen 1996, 80-87. For the
Parthian example, see Sundermann 1968, 386—405.

55  The text of the Cologne Mani Codex follows hagiographic convention and in many places
it is based on themes analogous to the life of Christ (see Henrichs 1979, 339-67; and
Sundermann entry on the “Cologne Mani Codex” in Encyclopaedia Iranica Online).

56  In her monograph, Franzmann surveys Manichaean literature to identify the various
roles Jesus plays in Manichaean Christology, including “Jesus the Apostle of Light” (2003,
51-87).

57  Anexample of such a sermon is preserved in Coptic translation in the Kephalaia Prologue
12.21-13.11 (Gardner 1995, xviii—xix). In this brief sermon, Mani begins with an introduc-
tion followed by a reference to Jesus’ Incarnation and Ministry. The bulk of the text is
devoted to the Passion and concludes with a brief discussion of the Resurrection. For a

more detailed discussion, see Gulacsi 2012, 159.
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The earliest Manichaean work of art that mentions Jesus is Mani’s own
seal (INT. 1384 BIS) housed in the Département des Monnaies, Médailles et
Antiques of the Bibliothéque nationale de France in Paris (Figure 1/1). This
engraved clear rock crystal is a remarkable one-of-a-kind object. Its unique-
ness is due not only to its historical significance, but also to its artistic char-
acteristics that distinguish it among the hardstone stamp-seals of late ancient
Iran.%8 It is a double-sided object that originally was enclosed in a metal frame
to fulfill a dual function. Primarily, this crystal was designed as a hardstone
seal, with an intaglio side made to function as a stamp used for authenticating
documents. Its flat side fulfilled a secondary function, since on this side the
carved content shows through from behind as a positive image, with a legible
inscription and the main figure facing to the right, confirming that this side
was designed as an engraved gemstone. As an integral part of this work of art,
the inscription shows through clearly on the flat side of the crystal. The four-
word Syriac phrase, M'ny slyh’ d-yysw* msyh’, i.e., ‘Mani, apostle (lit. messen-
ger) of Jesus Christ (lit. messiah),’ is an epithet of Mani—well attested in early
Manichaean literature as Mani’s self-designation in the starting formula of his
epistles, surviving in Coptic, Latin, and Greek translations.>® The inscription in
Mani’s sealstone, therefore, further supports the evidence provided by M 4570,
that Jesus was featured not only in the texts, but also in the didactic paintings
of the early Manichaeans in Syro-Mesopotamia.®°

6 Function: Instruction of Doctrine with Pictures

The use of pictorial art in the context of oral instruction is arguably the most
important previously unnoted body of evidence yielded by these sources. In
their own ways, six texts remark upon this function of Mani’'s Hikon/Yugnal/
Al-suwar. This data may be best assessed in light of three practical aspects of
function, each of which casts light upon a different characteristic of teaching
with images and is supported by numerous individual details supplied by the
passages (see Tab. 1/3: Function).

The first issue these texts elaborate upon concerns the oral context of
instruction with images. As we have seen, the art was used as a catalyst for
question-and-answer discussion (Kephalaion 92), it was pointed to during
instruction (Kephalaion 92), the disciples sat in front of it (Kephalaion 151,
Homilies 27), and Mani used it himself to teach the laity (Kephalaion 92).
Finally, the uniquely Manichaean nature of this practice is also remarked upon
(Kephalaion 151, Ephrem). The ancient Manichaean practice described in these

58  For recent research on seals and gemstones of late antiquity, see Entwistle and Adams
2011; and Spier 2007.

59  For alist of examples, see Gardner 2007, 40.

60  For the identification of the seal, see Gulacsi 2013, 245-267; and 2014, 161185,



a: Profile view of rock crystal cabouchon, diameter: 2.9 cm, height 0.9 em; Mesopotamia (modern Iraq), mid-third century CE, Sasanian
dynasty. Bibliothéque nationale de France, Paris (INT. 1384 BIS)

b: Flat side with positive image and analysis of inscription: “Mani, apostle (lit. messenger) of Jesus Christ (lit. messiah)”

FIGURE 1/1 Crystal sealstone of Mani (active 240-274/277 CE)
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Coptic sources is comparable to a modern Japanese etoki performance, i.e., a
religious instruction conducted with the aid of displayed didactic images.5!

Mani’s unique reason for using paintings in the course of oral instruc-
tion is especially well explained by Ephrem. In the polemical language of
his Prose Refutations, he highlights something strikingly different about the
Manichaeans among the religions of Late Antiquity that Ephrem considers
heretical, as he points to their Yugna and quotes Mani’s rationale for its cre-
ation and use. He explicitly states that Mani’s paintings were designed to be
seen by those “who hear the teachings verbally” and who are “unable to learn
them just from the words.” As Ephrem notes, such teachings were delivered in
an oral environment, in which the paintings had an essential role. They cap-
tured the content of the teaching by visual means, in a medium different from
that of the spoken word, in order to make comprehension easier for the audi-
ence. In light of Ephrem’s passage, it would be wrong to assume that Mani
aimed his paintings at an illiterate audience in contrast to his books, which
were meant for the literate members of his community. The vast majority of
people listening to any religious teaching in late ancient Mesopotamia, just as
in the eastern Mediterranean region, were illiterate. Illiteracy, however, is not
the point here. Instead, Ephrem clearly states that these images supplemented
oral teachings, which was an intrinsic part of Manichaean instruction to any,
and all, audiences.

So far, the oral environment in the function of early Manichaean art has
been noted only briefly in Manichaean studies’ scholarship. In his study of
the Ephrem passage published in 1979, A. Henrichs writes: “As a missionary
of his own creed, Mani liked to appeal not only to the ears but also to the eyes
of his largely illiterate audiences; so he painted a picture book, which illus-
trated his religious beliefs in colorful and graphic detail.”62 Ephrem confirms
that the paintings were didactic pictorial displays and the Manichaean tradi-
tion of using them began with Mani himself in mid-third-century southern
Mesopotamia. Recently, Johannes van Oort emphasized the oral context
of religious teaching in connection with Augustine’s experiences with the
Manichaeans in Roman North African. He points out that Augustine, too,
“makes a marked distinction between their oral proclamation (uoce sola), on
the one hand, and the proclamation by means of their books on the other.
The role they attach to their ‘huge tomes’ he does not explicitly detail” While
admittedly it remains unconfirmed, it seems to van Oort that in such a set-
ting the Manichaeans in Augustine’s circle may have shown the “illustration

61  As the best-documented contemporary example of teaching with images, the Japanese
Pure Land Buddhist etoki (i.e., the act of religious instruction conducted with didactic
paintings) aids the interpretation of the Manichaean evidence considered in this book
(see discussion of Fig. 1in the Introduction, above).

62  Henrichs 1979, 94.
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of their doctrine by means of pictorial books” (i.e., didactic art within picture
books) as “supplementary books, placed before a person to be converted.”s?

A second aspect of function remarked upon in these sources concerns the
effectiveness of pictorial art in reinforcing religious teaching visually, includ-
ing visualizing supernatural stages of a person’s religious career. The pictorial
devices, such as labels and aesthetic values were to provide additional help to
facilitate an efficient use of didactic art (Ephrem). Two additional references
bring up an important practical concern about preparing a person for salva-
tion. In the words of a Manichaean auditor: “for if we can see [...] the path of
the catechumen, and know [...] so have we recognized him with knowledge.
If we can also see him face to face in the Hikon] [...] in the sighting of him ...
(Kephalaion 92). Although the record of his argument is somewhat fragmen-
tary, the auditor’s message still comes through, conveying that the paintings
encountered while learning from the Hikon help the disciples to recognize cer-
tain beings (most likely deities) as they appear during the supernatural stages
of the disciples’ religious experience. Thus, the Manichaeans themselves point
out the Hikon’s role in visualizing the upcoming stages of personal religious
life. The same notion is conveyed while mentioning the Light Maiden as she is
shown in the depiction of Salvation.

A third aspect of function that emerges from this body of data is how Mani’s
Hikon/Yugna was intended to guard against the corruption of Mani’s teach-
ing. This role of Mani’s didactic art is recorded only in one of the passages, in
Kephalaion 151, where Mani states that he ordered the Hikon to be painted (just
as he wrote his books) “so that it [his teaching would] not be altered” after
he is gone. This foresight, which allows Mani to deliberately guard against the
adulteration of his doctrine, is unique among the religions of Late Antiquity.
Mani sees it as a practice in which his church “surpasses the earlier churches”
and includes it on a 10-point list of superiority that distinguishes his religion
from all others.

A final and less practical issue concerns the symbolic role that Mani’s Hikon/
Yugnahas not only as a manifestation of the nonverbal aspects of Mani’s teach-
ing, being noted together with Mani’s books, but also as a record of his teach-
ing. This symbolic significance of the Hikon/Yugna as a reference to Mani's
teaching, together with his books, is stated both in Kephalaion 151 (“Just as 1
have written it in books, so [I have] also ordered it to be painted”) and in an
analogous statement by Mani, which is quoted in Ephrem’s Prose Refutations
(“He [Mani] accordingly states: ‘T have written them [the teachings] in books
and illustrated them in colors’). This reason explains the routine pairing of
the Hikon/Yugna with the Gospel (Kephalaion 151, Homilies 27) and Mani'’s other
books (Homilies 18, 25, 27; Ephrem).

63 Van Oort 2008, 448—451.
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CHAPTER 2

Primary Records in Parthian and Middle Persian
Texts (3rd—10th Centuries)

Spreading further east along the Silk Road, the Manichaean mission reached
the trading centers of East Central Asia by at least the seventh century.! Initially,
funds for artistic activities must have been limited, as suggested by the modest
quality of secular and Buddhist art documented in the region from that time.?
This situation dramatically changed when Mani’s teachings were introduced
to the Uygurs. Among the Uygurs, Manichaeism enjoyed the patronage of the
ruling elite between 755/762 CE and the early eleventh century. Their sup-
port resulted in an unparalleled flourishing of Manichaean activities at Kocho
(Ch. Gaochang, Xinjiang Uygur Autonomous Region), which was a booming
mercantile and agricultural center that became incorporated into the seden-
tary Tien Shan Uygur Kingdom (866—1209 CE). This era of Manichaean history
is richly documented in the archeological findings. They consist of about 5000
manuscript fragments and about 120 fragments of works of art, including rem-
nants of illuminated manuscripts and decorated book covers, picture books
and pictorial textile displays (hanging scrolls and mortuary banners), as well
as wall paintings and remnants of a few buildings and caves.

Seven passages are known today on Manichaean didactic art from mediae-
val East Central Asia (Table 2/1). They derive from primary texts composed by
the first few generations of Manichaeans in Mesopotamia and West Central
Asia that were subsequently copied into anthologies of Manichaean literature
in Kocho sometime between the second half of the eighth and the late tenth
centuries, when Parthian and Middle Persian were no longer spoken. Thus,
despite the actual age of the manuscripts surviving from Kocho (ninth—tenth
century), the archaic languages used in them already indicate their early ori-
gin. In some cases, these texts specifically concern figures and events from
Manichaean church history as early as the second half of the third century.

1 Liu Ts'un-yan dated Manichaeism in Turfan to the early seventh century. His argument that
Manichaeism was introduced to China already during the Sui dynasty (581-618 CE) was
based on evidence already published by Chavannes and Pelliot, who did not find the mate-
rial sufficiently conclusive to establish a Manichaean presence in China earlier than the late
seventh century (Liu Ts'un-yan 1976, 46; and Bryder 1988, 2).

2 See Fraser1999.

© KONINKLIJKE BRILL NV, LEIDEN, 2015 DOI 10.1163/9789004308947_004



PRIMARY RECORDS IN PARTHIAN AND MIDDLE PERSIAN TEXTS 67

TABLE 2/1  Primary textual sources on Manichaean didactic painting Parthian and Middle Persian languages

(7 texts)
PRIMARY TEXTS IN PARTHIAN (4 TEXTS) PRIMARY TEXTS IN MIDDLE PERSIAN (3 TEXTS)
(1) Turfan fragment M 5569 (240-700 CE) (1) Turfan fragment M 2 (240-800 CE)
(2) Turfan fragment M 5815 (240-700 CE) (2) Turfan fragment M 47 (240-800 CE)
(3) Turfan fragments of the Ardhang Wifras (240700 CE) (3) Turfan fragment M 219 (240-800 CE)
(4) Turfan fragment M 4570 (240-700 CE)

Survey and Analysis: M 5569, M 5815, M 2, Fragments of the
Ardhang Wifras, M 4570, M 219, and M 47 (240-700/800 CE)

The survey of these texts below is organized based on content. The first three
are documents on Church history with passages that remark about Mani’s col-
lection of images, including a Parthian eyewitness account on Mani’s death
(M 5569), a Parthian letter by Sisin (M 5815), and a Middle Persian letter by
Mani (M 2). An additional three texts are didactic literature that mention the
use of images for teaching, including an unique text that is titled “Sermon
on the Ardhang” (Ardhang Wifras, documented by sixteen fragments) and
two transcripts of sermons given with the aid of paintings: one in Parthian
(M 4570) and the other in Middle Persian (M 219). The last text is a Middle
Persian parable that notes Mani’s canonical volume of pictures (M 47).

1 M 5569: A Parthian Eyewitness Account of Mani’s Death (240—700 CE)
M 5569 is a small paper fragment with a historical text that constitutes an eye-
witness account of Mani’s death. It is preserved on the verso of a folio (between
lines 1 and 19) that originally belonged to a codex-formatted book of unknown
overall content, which was produced in Turfan sometime during the era of Uygur
Manichaeism, between the mid-eighth and early eleventh centuries.? Written
in the Parthian language and in Manichaean script, the text itself is a poeti-
cal composition based on the account, given by Uzzi, an elect with the rank
of a Teacher, about the events surrounding Mani’s passing in prison.# Thus,
this important primary source takes the reader back to 274/277 CE, when the
imprisoned Mani died in the Sasanian town of Gondeshapur (Syro-Aram, Béth
Lapat). Gondeshapur’s Sasanian ruins are still visible near the modern city of

3 M 5569 (=T 11 D 79) was catalogued by Boyce (1960, 111). The transcription of the text is pub-
lished in her Reader (1975, 47—48). For the photo reproduction of the manuscript with both
two sides of the folio visible, see Sundermann 1996, Pl. 127.

4 The authenticity of the surviving copy of the text is not in doubt. Its account is comparable
to that of the Coptic Homilies (50ff) neither of which contains the event of Mani’s martyr-
dom, which was referred to only in later Islamic sources (Boyce 1975, 47; and Klimkeit 1993,
214-215).
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Dezful in the province of Khuzestan, which is located north of the Persian Gulf
along what is today the western border of Iran.

The portion of the text that is relevant for this survey mentions the posses-
sions that Mani had in prison at the time of his death, including what is called
here “his Ardhang,” along with his Gospel, his garment, and “his hand” (tradi-
tionally interpreted as either Mani’s staff or his severed right hand).® These
items were taken to Sisin (Sisinnius), who succeeded Mani in heading the
Manichaean Church until his own martyrdom in 291/2 CE.” The passage reads:

And it was under the ascendency of the star..., on the fourth day of the
month of Shahrevar, on the day of Shahrevar, Monday, at the eleventh
hour, in the province of Khuzistan and in the city of Béth Lapat, when
this Father of Light, full of power, was taken up to his own Home of Light.
After the Parinirvana of the Apostle, Uzzi, the Teacher gave this testimony
to the whole Church with regard to what he had seen among the soldiers,
for on that Saturday night, he, Uzzi, had been left there with the Apostle
of Light. And he communicated many pious injunctions from the Apostle
to the whole Church community. After the Parinirvana of the Apostle of
Light, the Gospel, the Ardhang, the garment, and the hand [were taken
to] the province... Sisin.8

5 Founded in ca. 260 CE by Sapiir I and built by prisoners of war from Valerian’s army,
Gondeshapur was the capital of Sassanian Kuizestan and occasionally the location of the
Sassaian royal court. Bahram (Varahran) 1 (r. 273-76 CE) held his court there during Mani’s
imprisonment and death. For an overview of the history of the city that was still populous
during the fourteenth century, see th Michael Morony’s entry at http://www.iranicaonline
.org/articles/bet-lapat).

6 Only the word dast ‘hand’ is in the text, which Mary Boyce translates as “[severed] hand”
(1975, 48, line 5). Werner Sundermann translates it as “staft” based on dast *avestam lit. ‘hand
[support]’ (Klimkeit 1993, 215 and 220, note 105).

7 Boyce 1975, 3 and 48.

8 M 5569 verso lines 1-19 (Klimkeit 1993, 215), with mistaken transliteration (“Ardahang”) cor-
rected after Sundermann 2005, 373. The first part of this text about Mani’s death reads: “Just
as the sovereign who takes off his armor and battle garment and puts on another royal garb,
so did the Messenger of Light put off the warlike garment of (his) body; and he sat down in
the Ship of Light (the Sun) and received the divine garment, the diadem of Light and the
beautiful garland. And in great joy he flew up together with the bright gods that accompa-
nied him on the right and left, to the sounds of harps and songs of joy in divine miraculous
power, like a swift (bolt of) lightning and a bright, quick apparition (shooting star), to the
column of Glory, the path of Light, and the chariot of the Moon, the meeting place of the
gods. And he stayed there with God Ohrmizd, the Father. He left behind the whole flock of
the righteous (the Manichaean community), orphaned and sad, for the “master of the house”
had entered Parinirvana” (M 5569, Klimkeit 1993, 215).
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M 5569 is the only currently known source that anchors the existence of Mani’s
collection of didactic paintings to a specific year—274 or 277 CE.® In addition,
while it reiterates some basic information about the name, origin, appearance,
and content of Mani’s didactic images, it also introduces a new body of evi-
dence regarding the function of this set of paintings in the early Manichaean
Church.

Concerning the question of name and origin, M 5569 confirms some basic
evidence regarding the Ardhang. Although the noun ardhang does not have
a clear etymology in Parthian and its connotation is not clarified in this text
with any descriptive remark, it is used here as a title of a work attributed to
Mani (“his Ardhang”).° In light of the overall context of this passage that attri-
butes the Ardhang to Mani and lists it together with another title of Mani’s
books (“his Gospel”); it is clear that Ardhang is analogous to the use of Hikon in
Coptic sources, and thus it most likely connotes Mani’s collection of didactic
paintings.

Regarding the Ardhang’s appearance and content, M 5569 provides some
indirect evidence. It implies a portable format by stating that the Ardhang
was with Mani in prison and that, after Mani’s death it was taken to Sisin.
This statement suggests that Mani and the members of his entourage carried
the Ardhang as they traveled. Concerning the question of content, M 5569
alludes to Mani’s Ardhang as a doctrinal work by listing it together with Mani’s
Gospel. This pairing of the Ardhang with one of Mani’s written books (here “his
Gospel”) corresponds to what is found in Coptic Manichaean sources, several
of which pointedly name one of Mani’s books together with the title of Mani’s
paintings.1!

M 5569 is uniquely informative on the function of the Ardhang within the
community surrounding Mani. First, this passage states that Mani kept the
Ardhang and his Gospel with him, since these two titles were listed as part of
his belongings at the time when he was imprisoned. Although the reason for
why the Ardhang was with Mani is not stated here, it can be deduced in light
of Coptic and Syriac accounts, which emphasize the didactic role of images
as visual aids in the course of Mani’s oral instructions. M 5569 confirms that
as a portable teaching tool, the Ardhang was taken along on Mani’s travels.
Second, this passage identifies the Ardhang as a symbol of authority. Even
without Mani being present, his Gospel and Ardhang would have been consid-
ered authoritative sources on his teachings, since, in Coptic texts, Mani himself

9 While no source provides a reliable absolute date, Mani’ death can be narrowed to two
either 274 CE was argued by Henning or the year 277 CE was argued by Takizade. For an
overview, see Henning 19952—53, 197—201.

10  On the interpretation of the Middle Persian ardhang as ‘drawings’ (Middle Persian -hang
deriving from Old Iranian dang- ‘to draw’), see Haloun and Henning 195253, 210 and
note 5.

11 In Coptic Manichaean texts, the Hikon is mentioned with Mani’s Gospel in Kephalaion 151
and Homilies 27; see Chapter 1.
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notes that their function was to guard against the adulteration of his teaching.
Accordingly, following Mani’s death, handing over Mani’s Ardhang and Mani’s
Gospel to Sisin symbolizes the transmission of Mani’s doctrinal authority to
the next head of the Manichaean Church. Third, this passage further suggests
that Mani’'s Ardhang was considered a relic of Mani. While already through
their contents Mani's Ardhang and Gospel provide an intellectual tie between
the disciples and their teacher, as physical objects regularly handled by Mani,
these two had an even stronger significance. By listing them together with
Mani'’s garment and “his hand,” all of which were taken to Sisin, M 5569 empha-
sizes the physical in the holy and confirms that the very Ardhang once used by
Mani was now one of the sacred objects that connected the community to its
departed founder.

Concerning the date of Mani’s didactic paintings, M 5569 is the only cur-
rently known source that anchors the existence of Mani’s collection of didactic
paintings to a specific date: on the fourth day of the month of Shahrevar, on the
day of Shahrevar, Monday, in 274/277 CE. Thereby, it confirms the implications
of Coptic primary sources that Mani’s didactic paintings were made and used
prior to this year, within the era of Mani’s ministry (240—274/277 CE), starting
sometime during (or after) the 240s CE.

2 M 5815: A Parthian Letter about Early Manichaean Church History
(240-700 CE)

Another important record about early Manichaean Church history is pre-
served on a Turfan manuscript fragment catalogued as M 5815. This relatively
large piece of paper constitutes a portion of a bifolio that once belonged to
an Anthology of Manichaean Literature within a codex made in Turfan some-
time during the era of Uygur Manichaeism, between the mid-eighth and early
eleventh centuries.!? This fragment retains parts of two Parthian language
texts in Manichaean script. Relevant to this survey is the second text (lines
112—223), which is a copy of a letter written by an un-named high-ranking
elect to another unnamed figure, who was also most likely another important
Manichaean Church leader, regarding matters related to logistics of new mis-
sions to West Central Asia.

The section of the letter discussed below involves four figures from early
Manichaean history and three locations from West Central Asia. The unnamed
writer of the letter refers to himself in the first person singular. Based on his
prose, he seems to be the head of the Manichaean Church at that time. It has

12 Mj5815 (=T 11 D 134) belongs to the collection of the Museum of Indian Art, where it is cat-
alogued under the number MIK 111 102. Being an important and relatively well-preserved
fragment, it has been published numerous times (Boyce 1960, 115). The first letter on
M 5815 (lines 1—111) is a fictitious letter by Mani to Mar Ammo (Boyce 1972, 50-52). For the
photographs of the two sides of the bifolio, see Sundermann 1996, Pls. 130-131.
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been traditionally assumed that this elect is the above-mentioned Sisin
(r. 274/277—291/2 CE).!® The unnamed addressee is alluded to in the sec-
ond person singular by the formulaic phrase “you know this.” Besides the
addressee, the writer refers to two other elects—Mar Ammo and Zurvandad.
Mar Ammo, who lived during the second half of the third century, was one
of the principal disciples of Mani. He was in charge of heading mission-
ary work in the old Parthian homeland, which at that time constituted the
northeastern provinces of the Sasanian empire; these are referred to today
as Ancient or Greater Khorasan.!* The elect named Zurvandad is known
only from this letter, which was most likely written during the first decades
following the death of Mani. By this time, Manichaeism was already banned
in Sasanian Persia, but it was successfully established across most of West
Central Asia. Regarding the three locations, the passage names two cit-
ies, Merv and Zamb, and alludes to a third unnamed site. Merv (located in
what is today Turkmenistan) was a major cultural and economic center that
housed a large Manichaean community starting from the late third century.!
The letter states that Zurvandad was in Merv, and from there he was sent to
Zamb by the writer of the letter. Zamb was a smaller town on the left bank
of the Oxus River in the Khorasan region, about 220 miles northeast of Merv.16
The letter states that Mar Ammo was also in Khorasan at this time, but it does
not specify where in Khorasan, and, thus, it remains unclear whether Mar
Ammo was in Zamb or not. The third unnamed site is the place where the
letter writer was located and from where his letter was sent. The letter seems
to imply that the location was somewhere south of Merv, since the writer
discussed his previous visit to Merv, when he “came up to Merv.” The writer
most likely traveled from the seat of his office, a location well-known to the
addressee, and thus it did not need to be named.

The passage quoted below discusses how the writer of the letter (most likely
Sisin) dispatched an elect named brother Zurvandad, with two books (the Book
of the Giants and the Ardhang) from Merv to the town of Zamb, probably to aid
the work of Mar Ammo, who was leading the Manichaean mission northeast
of Merv in the Khorasan region. The writer specifies that before sending these
books with Zurvandad, he made copies of both. The text reads:

13 Boyce 1975, 3 and 48. It is unlikely that Mani is writing here, despite the fact that another
letter written by Mani preserved on a Turfan fragment (M 2) addresses Mar Ammo, direct-
ing him on a mission.

14  Boyce 1975, 40, note 3.

15 Lieu 1992, 97, 220, and 224.

16  Zamb (later Zamm) is the Mediaeval name of the modern city of Karkhi located on the
left bank of the Oxus, about 100 miles above Amul, which lies approximately 120 miles
northeast of Merv. The name Zamb means “shore,” after the Persian “damb, dam” (Boyce
1975, 49; Klimkeit 1993, 268 note 26).
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...And you should know this: I do not believe that the love and respect
for you which now exists in Merv could be any greater. And you should
know this: When I came up to Merv, I found all the brothers and sisters
to be devout. And to dear brother Zurvandad, I am very very grateful,
because he, in his goodness, has watched over all the brothers. And T have
now dispatched him to Zamb, and I have sent him to dear Mar Ammo
and to (the province of) Khorasan. He [brother Zurvandad] has taken
the (Book of the) Giants and the Ardhang with him. I have made another
(copy of the Book of the) Giants and the Ardhang in Merv.!?

The above passage is an important primary source on early church history
that documents the existence of multiple copies of the volume that contained
Mani’s didactic paintings. It confirms familiar data about the name, appear-
ance, and content of the Ardhang. In addition, it provides new evidence about
the circumstances of how the Ardhang was used in West Central Asia during
the late third century.

Concerning the question of name, origin, appearance, and content, M 5815
retains some basic information. Twice, it uses the Parthian title, Ardhang,
paired with the (Book of) Giants. Analogous to the other Parthian letter
(M 5569) considered above, the connotation of the Ardhang is self-evident to
all parties involved. While, as noted above, ardhang has no clear etymology
in Parthian, it is best interpreted as the title of Mani’s collection of didactic
images, in light of other Manichaean texts written in Parthian, Middle Persian,
and Chinese that also use it as a the title of Mani’s pictorial work.!8 This inter-
pretation is supported by the overall context of the passage, which lists the
Ardhang together with the title of one of Mani’s written books, in this case
the (Book of) Giants. The Ardhang’s portable format is confirmed here by stat-
ing that it was carried from one location to another, from Merv to Zamb and
from Zamb to Khorasan, when Sisin sent brother Zurvandad with it. Mani’s
authorship and the doctrinal content of the Ardhang is not discussed, but
implied by mentioning the Ardhang together with another work authored by
Mani, corresponding to what is seen in Coptic Manichaean texts. Instead of
the Mani’s Gospel, in this passage the Book of Giants represents Mani’s teach-
ings conveyed in a written form. As is customary in Manichaean sources, one
of the written records of Mani’s teaching is paired with the visual means of
rendering the doctrine, which in Parthian language sources is called Ardhang.

With reference to the function of the Ardhang, M 5815 notes various
important aspects of its usage during the early Manichaean missions to West
Central Asia, including its multiple copies, its association with the most senior

17  English translation of M 5815 lines 12—223 is published by Klimkeit (1993, 260) with mis-
taken transliteration (“Ardahang”) corrected here after Sundermann 2005, 373. Mary
Boyce provides a detailed discussion of the letter in notes to the transliteration of the text
published in her Reader (1975, 48-49).

18  Haloun and Henning 195253, 210 and note 5.
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members of the Manichaean Church, and its use as a didactic tool along with
written books. First of all, this passage documents that multiple copies of the
Ardhang (at least two copies in addition to the original) were in circulation
in this region at this time.!® Sisin dispatched Zurvandad and one copy of “the
Ardhang with him” and promptly made “another” new copy “the Ardhang in
Merv,” most likely from the original that Sisin inherited with his office upon
Mani’s death. While writing about these copies, Sisin gives the impression that
he is making an account of the copies in use to the addressee of his letter.
Second, M 5815 implies that copies of the Ardhang were entrusted to the care of
the most senior members of the community: the teacher in charge at Merv, and
now Zurvandad, who is noted to have previously “watched over all the broth-
ers” at Merv, but who was given a new assignment and was “now dispatched
to Zamb.” It is possible that the new copy made in Merv was produced from
Mani’s Ardhang that now was under Sisin’s care. Finally, M 5815 also confirms
that the Ardhang was employed as a teaching tool in West Central Asia during
the late third century. It was paired with a written work authored by Mani, in
this case the Book of the Giants. We learn that Sisin dispatched Zurvandad, who
took both “the (Book of ) the Giants and the Ardhang with him.”

Concerning the question of date, M 5815 suggests that making copies of
Mani'’s painted work, just as his written texts, was routinely done during the
time when the writer of this letter headed the Manichaean Church. It has been
generally accepted that this leader was Sisin (r. 274/277-291/2 CE).2° Thus, the
prose of this letter can be dated to Sisin’s leadership dates, sometime within a
15-year period that started after Mani’s death. In turn, the act of making copies
of the Ardhang as well as using it for missionary work in West Central Asia can
be dated to ca. the 280s CE.

3 M 2: A Middle Persian Account of Early Manichaean Church History
(240-800 CE)

M 2 is a paper fragment that constitutes a large portion of a bifolio that

once belonged to a codex made in Kocho sometime during the era of Uygur

Manichaeism, between the mid eighth and early eleventh centuries.?! It

preserves a Middle Persian text written in Manichaean script about Mani

19  Another Turfan text (M 2) also conveys the idea that both a textbook and the “Nigar” were
used during the early missions in West Central Asia

20  Boyce 1975, 3 and 48. It is unlikely that Mani is writing here, despite the fact that another
letter written by Mani and preserved on a Turfan fragment M 2 addresses Mar Ammo.

21 A Sogdian language version of this narrative written in Manichaean script (M 18220) was
edited by Sundermann (1981, Text 3.2), but has a lacuna where the key term would appear,
which Sundermann filled with the Sogdian equivalents of the words appearing in M 2
(1981, 39 lines 405-406). An actual Sogdian version (rd’nk) of the Parthian Ardhang may
be found in one of the Bezeklik Sogdian letters (Letter B) edited by Yutaka Yoshida (see
Yoshida and Moriyasu 2000, 135-178). The English translation of lines 52—55 reads:

“(Your) slave Roshn Péroz the shaxan(?), carolled the ‘Without-fault’ twice in Sogdian
at the table on the first day of the month of Pushnu, (recited) forty teachings and three
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organizing missions to the ethnically Parthian regions of West Central Asia,
sometime during the 260s CE.22 At that time, these regions constituted the
northeastern part of the Sasanian Empire and included the historical prov-
inces of Khorasan and Abarshar.

The section of the text that is relevant to this survey makes a brief reference
to the launching of a new mission to Parthia. It names three people. The first is
Mani, called here “the Apostle of Light,” who organized this mission. The sec-
ond is Mar Ammo, who was Mani’s trusted disciple chosen to head this mission
because he “knew the Parthian script and language and was familiar with” this
part of Persia. The third is the prince Ardaban, who seems to be a member of
the Parthian elite already sympathetic to Mani’s message and possibly acted as
a host and protector of Mar Ammo. In addition, the text introduces two place
names. One of the two is the ancient city of Holvan (or Hulwan, the provin-
cial capital city of Hulwan province of modern Iran), located in the Zagros
Mountains, northeast of Seleucia-Cteciphon along the road to Hamadan.23
Holvan is where Mani was located this time, dispatching a new Parthian mis-
sion discussed in this letter. The second place name is Abarshahr, which is the
name of a northern province of the Sassaian state that translates as the ‘Upper
Lands.?* In addition to Mar Ammo and prince Ardaban, people traveling with
this mission included some further lesser-ranking elects, referred to here as
“brother-scribes.” Carried with the group were some unnamed holy “books”
and (what was most likely a copy of) the pictorial volume of didactic paint-
ings, named here after its Middle Persian title as the “Nigar.” The passage reads:

And when the Apostle of Light was in the provincial capital of Holvan,
he let the teacher Mar Ammo come, who knew the Parthian script and
language and was familiar with...He sent him to Abarshahr. He [Mar

hundred (short) hymns, and read the <sani?> book of rd'nk (rd'nk sny npykw ptybs)”
(personal communication).
Sims-Williams and Durkin-Meisterernst’s Sogdian dictionary (2012, 167), credits
Sundermann’s Ardhang article from 2005 for their entry on the Sogdian rd’nk, which they
transliterate as “Ardahnag.” There is, however, no such Sogdian word in Sundermann’s
study. Their source must have been Yoshida’s Japanese publication of the letters (Yoshida
and Moriyasu 2000, 156, line 54).

22 Boyce 1960, 1. The codex folio fragment M 2 was lost during the ww11. Only photographs
of its two sides remain available in the Turfanforschung. For their reproduction, see
Sundermann 1996, Pls. 3—4.

23 Boyce 1975, 40. Al-Mada'in (lit. ‘the Cities) is the Arabic name of the ancient metropo-
lis formed by Seleucia and Ctesiphon (also referred to as Seleucia-Cteciphon) on the
opposite sides of the Tigris River in present-day Iraq. Hamadan or Hamedan (M. Pers.
Hagmatana; Gr. Ecbatana) is the capital city of Hamadan Province of modern Iran (Le
Strange 1930, 191).

24  Transcribed as Abarshar by Klimkeit (1993, 217 note 19).
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Ammo]| went to Abarshar with prince Ardaban?> and brother-scribes,
with books and the Nigar. He said, “Blessed be this religion. May it flour-
ish through teachers, hearers, and soul-service.26

The authoritative nature of this passage is confirmed by the fact that a variety
of its evidence concerning the Nigar is analogous to not only other Middle
Persian and Parthian Manichaean texts, but also Coptic Manichaean sources
from Egypt.

Regarding the question of name and appearance, this Middle Persian pas-
sage introduces the term nigar, which connotes ‘picture.’ Nigar is used here as
a title of a holy book, listed paired with other Manichaean books, as seen in
numerous other instances in early Manichaean literature. Although no direct
information is imparted by these lines about the actual appearance of the
Nigar, an indirect allusion is made to its portable format, since we learn that it
was taken along with Mar Ammo to Abarshar province just as the other books
were.

Concerning the Nigar's content, function, and date, this passage suggests
that the Nigar was a one of the missionary tools essential for religious teaching.
It was needed for missionary work, just as the books were. M 2 further suggests
that the highest-ranking members of the Manichaean community, who were
in charge of heading missions, had copies of Mani “books and the Nigar” under
their care. Here, Mar Ammo is noted to have taken a set of them with him to
Abarshar province. M 2 also casts light on the elite context of this particular
mission by noting the Parthian prince, Ardaban. Thereby, M 2 implies a well-to-
do setting, in which the “books and the Nigar” were used. Finally, M 2 implies
a date by mentioning a mission that Mani assigned to Mar Ammo, entrusting
him with (what were most likely copies of) the “books and the Nigar.” Thus,
M 2 confirms the use of these works by the highest-ranking elects (the teach-
ers) already during Mani'’s years of ministry (240-274/277 CE) across Parthian
territories in West Central Asia.

25  Boyce notes about prince Ardaban that he belonged to the house of the Arsacids
(Parthians), and thus he was a kinsman of Mani’s (Boyce 1975, 40; also cited in Klimkeit
1993, 217 note 20).

26  The text was first mistranslated by Andreas and Henning, and since then it was cited
numerous times with the translation mistake that renders the Middle Persian term nigar
(lit. ‘picture’) incorrectly as ‘painter or book-painter’ (Andreas and Henning 1933, 303;
Boyce 1975, 39; Klimkeit 1982, 2; and Klimkeit 1993, 203-04). The mistranslated passage
reads: “... He sent him to Abarshahr together with prince Ardaban and some brethren
who could write well, as well as an illuminator” (Klimkeit 1993, 203). The correct reading
cited above was first offered by Werner Sundermann, see discussion of ng’r in Durkin-
Meisterernst 2004, 240; and Sundermann 2005, 382—383.
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4 Ardhang Wifras: A Parthian Text of an ‘Oral Sermon on the Ardhang’
(240-700 CE)

The Parthian phrase Ardhang Wifras is a title in Manichaean literature that
may be best translated as “Sermon on the Ardhang” or “Oral Sermon on the
Ardhang’?" Based on the unambiguous connotation of this title, it is reason-
able to assume that this text was the closest and thus, the most authoritative
primary source on the Ardhang—Mani’s collection of didactic paintings.
Numerous obstacles stand in the way of analyzing and interpreting what
the Ardhang Wifras fragments convey about the Ardhang: (1) the com-
plete critical edition of the Ardhang Wifras fragments is yet to be published;
(2) the already published material indicates a highly fragmentary survival;
(3) the original length of the text is unknown; and (4) the surviving text pre-
serves only a few intact sentences at a time, making it impossible to determine
the significance of the available content in relation to the original full compo-
sition. Nevertheless, by focusing on the best-preserved fragments, it is possible
to gain critical data regarding the appearance, content, and function of Mani’s
collection of didactic paintings.

The term wifras indicates a practical, didactic, and originally oral function.
It is a well-attested word in Parthian Manichaean literature surviving from
Turfan. In its verbal form, wifras- is a transitive verb with meanings such as
‘to teach something, to show something, to proclaim something’ As a noun, it
connotes ‘teaching, instruction, sermon, homily, and ‘oral sermon.”?8 It is also
used as the name of a distinct literary genre. As noted by Werner Sundermann
in his 1984 study on the genres of Manichaean literature, wifras is originally an
oral preaching that became reduced to a written form in the formalization of
Manichaean liturgy.2° Its original connotation as an ‘oral sermon’ is especially
relevant in connection with the Ardhang, since the mere existence of a wifras
on the Ardhang implies the existence of the practice of giving an ‘oral sermon’
on ‘the Picture.30

27  Sundermann translates Ardhang Wifras as ‘Sermon/discourse/commentary of/
on the Ardhang’ and ‘Treatise (or sermon) on the Ardhang’ (2005, 373 and 383) and
‘Oral Proclamation/teaching/recitation’ as the original Parthian meaning of wifras
(Sundermann 1985c, 236).

28  Durkin-Meisterernst 2004 Vol. 111, Part 1, 352.

29  Sundermann 1985c, 232.

30 In this sense, this Parthian Manichaean phrase Ardhang Wifras has a connotation that is
analogous to the historically unrelated Japanese phrase, etoki, which is a verb connotes
‘oral instruction with religious pictures, that is the act of ‘religious (Buddhist) teaching
with images;” while as a noun, it connotes the actual ‘didactic painting used for religious
instruction, and also ‘the person giving the sermon’ (Kaminishi 2006, 4-8). Although
undoubtedly the two terms constitute culturally, geographically, and historically remote
examples, they attest to a widespread phenomenon of using religious pictorial art publi-
cally displayed during oral instructions of religious doctrine. A Manichaean example of
an actual image used for such a didactic practice was noted first from the era of the Yuan
dynasty (Gulacsi 2008 and 2011).
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Among the culturally, geographically, and temporally distinct historical
phases of Manichaean literature, the Ardhang Wifras is documented only
in the Parthian language and only from among the Mediaeval manuscript
remains discovered in the Turfan region. Its Parthian language implies an early
origin, most likely within the era of Mesopotamian and West Central Asian
Manichaeism, sometime during the late third and fourth centuries, when
Parthian was one of the primary living languages of the Manichaean com-
munity. Its survival among the Turfan fragments as a Parthian text suggests a
continued usage that stretched from the Parthian era through the Uygur era
of Manichaean history until the early eleventh century in East Central Asia.
By that time, Parthian was no longer a living language, but used only as a lin-
gua sacra of the Manichaean Church. Therefore, it is unclear how much actual
practical use a text could have had that was written in an archaic language to
aid oral teachings in Mediaeval East Central Asia where Sogdian and Uygur
were spoken.

In the collection of the Turfanforschung, Werner Sundermann identified
parts of the Ardhang Wifras on 15 pieces of torn paper fragments from several
different copies (Table 2/2).31 While one of them derived from a pustaka folio
(M 871m),32 the rest are codex fragments, including 13 folio fragments and one
bifolio fragment with its two folia still attached to one another. Four fragments
retain the phrase, Ardhang Wifras, in the header of their respective folia. The
phrase was written along the upper margin of the codex page in order to iden-
tify the content of that page: Ardhang on the verso (on the right) and Wifras
on the recto (on the left page of the open codex, see Fig. 1).33 Since these frag-
ments did not contain regular literary prose, but instead what appears to be
a series of terse references in forms of expository lists to explain, inform, or
describe a topic, Sundermann grouped them based on the two thematic pat-
terns attested in their texts: (1) a list of references to parables/stories, each begin-
ning with the phrase “of/about,” as documented on six fragments (M 186, M 258,
M 4637, M 6061, M 6898 and M 8255 folio 1); and (2) a list of references to similes

31 Sundermann lists 14 Ardhang Wifras fragments (2005, 374-375). Based on the internal
catalogue assembled by the Turfan Research Group of the Berlin-Brandenburg Academy,
Hans-Joachim Klimkeit also lists some of these texts (1982a, 16 note 4). The 15th fragment,
M 416, is noted by Desmond Durkin-Meisterernst (2004, Vol. 111, Part 1, 52) and discussed
in a footnote by Sundermann (2005, 373).

32 The codicological characteristics of the double-sided paper fragment, M 871m, are analo-
gous to other Manichaean pustaka (i.e., book in palm-leaf format) folia surviving from
Turfan (see Guldcsi 2005, 188-191).

33  Written across the upper margin, the single line in the header was to be read continuously
from right to left across the two facing pages of the open book. Accordingly, the verso of
the previous page contained the one word Ardhang while the recto of the following page
contained Wifras. Based on this practice, the headlines on the two sides of a single folio
fragment always features Ardhang on its verso and Wifras on its recto.
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TABLE 2/2  Fifteen fragments of the Ardhang Wifras (16 texts)
FRAGMENTS WITH LISTS OF STORIES (6 TEXTS) FRAGMENTS WITH LISTS OF SIMILES (9 TEXTS)34

(1) M 186 (folio)
(2) M 258 (folio)
(3) M 4637 (folio)
(4) M 6061 (folio)
(5) M 6898 (folio)
(6)

6) M 8255 folio 1 (bifolio with header)

FRAGMENTS WITH HEADER ONLY (1 TEXT)

(1) M 416 (folio with header)

(1) M 35 (codex folio with header)
(2) M 205 (folio)
(3) M 740a (folio)

(4) M 833 (folio)

(5) M 836 (folio)

(6) M 852 (folio)

(7) M 871m (pustaka folio)

(8) M go7 (folio with header)

(9) M 8255 folio 2 (bifolio with header)

of various eschatological subjects introduced by the comparative phrase “(it is)
like” as seen in a total of nine fragments (M 35, M 205, M 740a, M 833, M 836,
and M 852, M 871m, M go7, and M 8255 folio 2).3% One fragment retains only
the header (M 416).

Regarding their codicological features, it is important to note that there
is no evidence of pictorial art in the physical context of any of the Ardhang
Wifras fragments. These 15 fragments did not belong to illuminated manu-
scripts, nor do they retain any descriptions of paintings. Based on what is
known today about Manichaean codicology and pictorial art, there is no rea-
son to assume that any figural decoration adorned and/or illustrated (i.e., visu-
ally commented upon) the passages of the Ardhang Wifras either in codex or in
pustaka formats.3% Instead, these 15 fragments are best interpreted as practical
texts written to aid the preparation or guide the performance of those learned
elects who were entrusted with the task of delivering oral sermons (wifras)
with the aid of didactic pictorial art (ardhang) displayed in the course of their
instructions. While none of the currently known Ardhang Wifras fragments
mentions paintings, the stories and similes listed on many of them seem to
indicate a culturally and religiously appropriate repertoire of references that
can be called upon to aid oral instruction in core teachings of Mani as depicted
in the Ardhang.

34  Although these fragments do not match (i.e., they represent folio fragments of different
codices, all of which included the Ardhang Wifras text), Sundermann notes the over-
lapping content among these texts that give two continuous passages from the end of
the Ardhang Wifras, including one on M 35 + M 740a + M 871m + M go7 and another on
M 8255 + M 205 (2005, 374).

35  Sundermann 2005, 374.

36  For a monograph on Manichaean codicology, see Gulacsi 2005a with special attention to
Chapter 5.
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Codicological data documents how the Ardhang Wifras text was incor-
porated into the physical context of its codex, which also contained other
texts. The bifolio fragment, M 8255, is especially informative in this regard
(Figure 2/1). This torn paper fragment (H: ca. 8.3 cm, W: ca. 21.8 cm) constitutes
a portion from the upper part of a bifolio. What survives today may represent
as little as one-third of the original height (i.e., if ca. 3 x 7 lines = 21 lines were
on each page) or as much as one-half of it (i.e., if ca. 2 x 7 lines = 14 lines were
on each page).3” On each side of each folio (i.e., on all four fragmentary pages),
a text of seven lines is preserved in a single column flanked by side margins
and topped by a headline (header) written across the upper margin. Two long
headlines in red ink distinguish the outer side of this bifolio, indicating the
content of the first page as “Begun (is) the Ardhang Wifras” on folio 1” recto,
and the content of the last pages as “Ended (is) the Ardhang Wifras” on “folio 2”
verso (see Fig. 2/1a). On the inner side of this bifolio, the two headers read con-
tinuously across the two pages: “Ardhang” on the verso of folio 1 and “Wifras”
on the recto of folio 2 (see Fig. 2/1b).

This bifolio retains no evidence that would allow us to confirm where it
was located within its quire. It is possible that these four pages constituted
the very middle of the quire (with the bifolio’s inner side constituting actual
facing pages), since the words in these two headers can be read together. If
so, the Ardhang Wifras text was only four pages long in this quire that con-
tained other texts both before and after the Ardhang Wifras (see Fig. 2/1c:
minimum length). This bifolio could have been located at any other part of
its quire, which in Manichaean Turfan are proven to contain as many as 15
paper bifolia. If the four pages of M 8255 formed the very last bifolio in the
quire—as Sundermann Werner hypothesized in 2005 (see Fig. 2/1c: maximum
length), then the Ardhang Wifras text could have been as long as 60 pages
(4 pages per each of 15 bifolia). Sundermann considers this substantial length
for the Ardhang Wifras possible, based on the 15 bifolia that survive from
a single quire of the so-called BBB (Germ. Bet-und Beichtbuch, MIK 111 53 [M
8o01a]).38 If so, the first two and the last two pages of a ca. 60-page long Ardhang
Wifras text are preserved by M 8255. According to Sundermann, the overall
codex contained a minimum of three quires and a minimum of three texts as
suggested by traces of the two texts that preceded and followed the Ardhang
Wifras, from which only a few lines remain on M 8255 folio 1 recto and M 8255

37  Assuming that this was neither a horizontal codex nor a square-shape codex (with seven
lines of text on each page), but rather a vertical codex (the shape most commonly used
in Turfan), the surviving seven lines still could have been on a page with as many as
28 lines (if one quarter of the original height survives) or as little as 14 lines (if one-half of
the original height survives). For codicological diagrams illustrating the proportions on
non-illuminated Manichaean codices, see Gulacsi 2005a, Figs. 3/9—3/11.

38  For a description and a codicological diagram that illustrates the quire structure of
the BBB with its 15 bifolia and color coded headers, see Guldcsi 20054, 61ff and Figs. 3/1
and 3/2.
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a: Outer side of bifolio fragment M 8255 (H: 8.3 cm, W: 21.8 cm) b: Inner side of bifolio fragme_nt. M 8255
Header on folio 1 recto: “Begun (is) the Ardhang Wifras” Header on folio 1 verso: “Ardhang”
Header on folio 2 verso: “Ended (is) the Ardhang Wifras" Header on folio 2 recto: “Wifras”

folio 15

MINIMUM LENGTH (4 pages)

If M 8255 was the last bifolio in its quire, then
the Ardhang Wifras text began on folio 15 recto
and concluded on folio 16 verso,

totaling 4 pages in length

EXAMPLE OF OTHER POSSIBLE LENGTH

If M 8255 was a middle bifolio in its quire, then

the Ardhang Wifras text began on folio 8 recto and
concluded on folio 23 verso, totaling 46 pages in length

MAXIMUM LENGTH (60 pages)

If M 8255 was the first bifolio in its quire, then

the Ardhang Wifi-as text began on folio 1 recto and
concluded on folio 30 verso, totaling 60 pages in length

folio 30

c: Diagram of quire with undetermined location of bifolio fragment, M 8255

FIGURE 2/1 Codicological analysis of the Ardhang Wifras bifolio fragment (M 8255, Depositum der BBAW in
der Staatsbibliothek zu Berlin—PreujfSischer Kulturbesitz, Orientabteilung)
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folio 2 + M 205 verso, respectively.3® The bifolia of the Ardhang Wifras quire
contained headers that read across the facing pages identical to the ones that
are preserved on folio 1 verso and folio 2 recto. In short, codicological data
confirms only that this text occupied a minimum of four pages (equal to one
bifolio) or any multiple of four pages (8 pages = 2 bifolia, 12 pages = 3 bifolia,
14 pages = 4 bifolia, etc.,) up to a maximum of 60 pages (=15 bifolia). The length
of the Ardhang Wifras composition remains uncertain, since we do not know
the position of the bifolio M 8255 in the quire, how many bifolio constitutes
this quire, or even the length of the individual pages.

When considering the content of the Ardhang Wifras, it is reasonable to
assume that, at the time when its Parthian prose was written, the main themes
(i.e., large thematic units that regard the main religious teachings) of the text
corresponded with the main themes depicted in the Ardhang. Yet, the identi-
fication of the main themes of the Ardhang Wifras, along with the decoding of
its numerous concise references to what we may call “subsidiary stories” (i.e.,
stories that add succinct cultural/religious allegories in individual sentences
in order to help explain a main theme), is not an easy task. An example of this
can be seen on the verso of M 35. The main theme of this passage is the “Great
Fire,” also known as the “World Fire,” which will consume the universe at the
end of time according to Manichaean teaching. Instead of providing the prose
of a sermon text on this fire, here the character of the fire is referenced through
a series of allegories:

The story of the Great Fire:
Like the fire, with powerful wrath, swallows this world
and enjoys it;
Like this fire that is in this body, swallows the exterior fire
that comes in fruit and food, and enjoys it;
Like two brothers who found a treasure were lacerated by
a pursuer, and they died;
Like Ohya, Leviathan, and Raphael
lacerated each other, and they vanished;
Like a lion-cub, a calf in a wood (or in a meadow),
and a fox, who lacerated each another, [and they vanished or died];
So [the Great Fire swallows] both of the fires.#°

Although the subjects of these listed brief references are clearly stated,
alluding to elements of local popular culture and Manichaean religious folk-
lore that were readily comprehensible in the world of the intended audience,
their nuanced meanings are not self evident today. For example, the text may

39  Sundermann 2005, 375.
40  For this passage on M 35 verso (without the above interpretive formatting) as published
by Henning, see quote below.
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TABLE 2/3  Textual content of the Ardhang Wifras vs. the pictorial content of the Ardhang
MAIN THEMES MENTIONED w— MAIN THEMES DEPICTED
in the Ardhang Wifras — in the Ardhang
FIGURES MENTIONED FIGURES DEPICTED
in analogies listed in Ardhang Wifias i in corresponding pictorial
as possible explanations of a theme theme of the Ardhang

refer to a list of stories or parables, as noted above. In other cases, the text
may mention something that was done by a well-known Manichaean deity,
such as the Light Maiden (as on M 740 verso), or the Third Messenger (who is
called after his Parthian name Mihr Yazad lit. ‘the God Mithra’ on both folio
1 verso and folio 2 verso of M 8255). It is clear that all such references were
meant to provide analogies by which to elucidate major didactic themes that
remain evident only rarely in what survives from the original text. Therefore,
we cannot assume that all figures mentioned in these analogies in the Ardhang
Wifras (Ohya, Leviathan, and Raphael; lion-cubs, calves, and foxes; or even
Manichaean figures such, as the Light Maiden and the Third Messenger)
were necessarily depicted within the corresponding image of the Ardhang
(Table 2/3). In the above example from M 35, the theme is the Great Fire, which
is likely the element of the Ardhang, for which the listed comparisons supply
exposition.

Six passages preserved on the two largest Ardhang Wifras fragments are
quoted below; one of them mentions the Third Messenger (M 8255), and the
other mentions Jesus (M 35) in the context of eschatological discussions with
recognizable themes. Based on Werner Sundermann’s research, it is clear that
the beginning portion of the Ardhang Wifras (as seen on M 8255 folio 1 recto
and verso) features a ca. two-page long list of brief references to a set of par-
ables/stories. These may be best compared to the lecture notes of a teacher,
which can be reviewed before the oral instruction begins or used as a refer-
ence during the instruction. Each parable/story starts with the phrase “about/
of” such as: “About a man who is granted much desire [...],” or “About a ruler
who [gave] a meal to the noblemen [...]" In these cases, we remain in the
dark not only about the details of the referenced subsidiary stories, but also
about the main didactic theme that brought them together for an oral ser-
mon. Sundermann’s study also identified an example of the ending portion of
the Ardhang Wifras (M 8255 folio recto and verso) and discovered that the
latter text partially overlaps with the sentences preserved on the two sides of
an independent folio fragment (M 205 recto and verso), which represents
another copy of the same text. Thus, these two folio fragments together
(M 8255 folio 2 + M 205) document the ending portions of the Ardhang Wifras
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and contain a list of similes, each of which begins with the phrase “like [itis].”#!
This part of the text also gives the impression of a note with a list of brief ref-
erences, rather than regular prose. On the very last page, where the Ardhang
Wifras concluded (M 8255 folio 2 verso + M 205 verso), however, a main didactic
theme is recognizable. It concerns individual eschatology, “the soul departing
the body,” which is compared to a variety of human experiences through a set
of similes. The soul departing the body is “like a bright lamp when it is taken
out from a dark house,” “like a house which people leave (so that) it becomes
deserted,” and “like MiAr Yazad when he goes forth from this world.” Similarly,
the second fragment (M 35) preserves two passages with recognizable main
themes. Both deal with events of cosmic eschatology to take place at the end
of the time, including the theme of Jesus’ second coming, which remains a still
largely an unexplored theme of Manichaean teaching (M 35 recto), and the
theme of “the Great Fire,” that is, the “World Fire,” that consumes the universe
at the Eschaton (M 35 verso):

Bifolio fragment from the Ardhang Wifras mentioning the Third Messenger
(M 8255 + M 205)

Folio I recto/hl/ The beginning of Ardhang Wifras

] *grew hot. About a golden *substitute which is reckoned as flint. About
a man who is granted much desire(?), and they bind him secretly at a
finger’s hint. About a ruler who [gave] a meal to the noblemen [and ? ].
And [

(lacuna)

Folio I verso/hl/ Ardhang

] who is in the garden. About the heart in the body. About the pure pearl
which stays in water and mud. About Mihr Yazad who is near to men and
far away. About the sea and [

(lacuna)

M 8255 folio 11 + M 205 (matching only in content)

Recto /hl/ Wifras

] the pious man who is righteous to God and well attending his own soul.
And the work of all these, one by one, becomes manifest. (It) is like the
body, which is divided into five limbs. The heads of [the Church] are like
the head, [

(lacuna)

41 Sundermann 2005, 374.
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Verso/hl/ The end of Ardhang Wifras

] like Mihr Yazad when he goes forth from this world; like a bright lamp
when it is taken out from a dark house; like a house which people leave
(so that) it becomes deserted and *dangerous. So (it is with) the soul.
When it abandons the body, (the body) becomes small and despised with
every fleshly creature. Truly, in [

(lacuna)*?

Folio fragment of the Ardhang Wifras mentioning Jesus (M 35)

Recto /hl/ Wifras

[Ninth.. *greed] disappears, and belief descends to humans. Tenth, that
Jesus’ wound becomes visible to everyone. Eleventh, that the religious
(Parth. dinawars) become rulers over (the time of) their bodily exit.
Twelfth, that they become painless, without cold and heat, and without
lust, because angels (lit. apostles) and. ... .. And the Messiah (Jesus) dwells
for 120 years together with (the community of the) righteous. And 100
years the world will remain void of (its) inhabitants. The trees will ... and
tremble (lacuna).*®

Verso /hl/ Ardhang

will be consumed. And there will be no plants/trees anymore. But they
will pass away. [double punctuation]. And the story (azend) about the
Great Fire: like (the way in which) the fire, with powerful wrath, swallows
this world and enjoys it; like (the way in which) this fire that is in this
body, swallows the exterior fire that is (lit. comes) in fruit and food, and
enjoys it. Again, like (the story in which) two brothers, who found a trea-
sure, and a pursuer lacerated each other, and they died; like (the fight in
which) Ohya, Leviathan (lit. Lewyatin), and Raphael lacerated each
another, and they vanished; like (the story in which) alion-cub, a calf in a
wood (or in a meadow), and a fox, who lacerated each another, [and they
vanished, or died]. Thus [the Great Fire swallows, etc.] both of the
fires.... (lacuna).**

Although the critical edition of the texts preserved on the currently known 15
Ardhang Wifras fragments is yet to be published, a preliminary analysis of them

has already yielded a useful set of data that is informative about the Ardhang.

42

43
44

The translation of M 8255 + M 205 was kindly provided by Werner Sundermann (personal

communication), from his critical edition of the Ardhang Wifras texts. Asterisks mark
previously unknown words.

English translation after Sundermann 2003, 423—424.

Since M 35 verso mentions some figures from the Hebrew Bible, Henning published this
translation in his study on Mani's Book of the Giants (1943, 71-72).
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Those four Ardhang Wifras fragments that retain their headers (M 35, M 416,
M go7, and M 8255) use Ardhang in the role of a title—a designation for the
same work by Mani, referred to by the two Parthian texts from Turfan surveyed
above.*5 Ardhang has no known etymology in Parthian.*6 Its connotation is
taken for granted in Parthian Manichaean sources, as indicated by the lack of
any clarifications about its meaning. Starting in the eleventh century, however,
outside of a Manichaean context, the use of this term required an explana-
tion as the title of Mani’s collection of paintings in Persian dictionaries as well
as in Arabic, Persian, and Chagati historical writings.#” These tertiary sources
appear to confirm the connotation of Ardhang as the title of Mani’s collection
of paintings in Parthian Manichaean sources.*8

Concerning the appearance of the Ardhang, the Ardhang Wifras fragments
provide important pieces of evidence that eliminate any hypothesis that the
text of the Ardhang Wifras might have been in the physical context of the
Ardhang itself. First, the codicological data preserved in these fragments prove
that the Ardhang Wifras text was not accompanied by any paintings. Being
written in plain columns, they confirm that the Ardhang was not an illumi-
nated manuscript. Instead of being a luxurious painted book that supplements
its text with illustrations, the Ardhang Wifras text was kept within the context
of regular religious books, which only contained texts. Second, the text of the
Ardhang Wifras was not written in a regular religious prose, but instead what
appears to be a set of notes that can be consulted by an elect in preparation
for giving teaching, i.e., an “oral sermon” or wifras. This practical function does
not justify the luxury of an expensively produced illuminated book. Whatever
luxury was involved in a wifras given on the Ardhang came form an Ardhang
that was displayed as an essential visual aid of this teaching. All these consid-
erations therefore lead to the conclusion that the Ardhang Wifras was a plain
text that guided the oral expositions of a solely pictorial work.

45  The two other Parthian Manichaean fragments (M 5569 and M 5815) that use the term
Ardhang, without being associated with the Ardhang Wifias, are discussed above.

46 Sundermann 2005, 377. As part of his study, Sundermann provides an overview of
Henning’s tentative etymology, which points to the Middle Persian -hang < Old Iranian
9ang- ‘to draw’ in order to explain the second part of the word Ardhang (Haloun—
Henning 195253, 210 and note 5), and notes that the first part of the word Ard- remains
unexplained.

47  The earliest Persian and Arabic sources that discuss the meaning of the term Ardhang (i.e.
Arthang/Erzheng) date from the second half of the eleventh century. They include (1) a
brief entry in the Persian dictionary of Asadi Tist (1066 CE) and (2) an Arabic passage dis-
cussing Mani and his prophetic miracle by Abti al-Ma‘ali (1092 CE). See their discussion in
Chapter 4.

48  Motivated by the lack of images and the lack of references to pictures in the Ardhang
Wifras fragments (in addition to the lack of etymology for the term Ardhang), Sundermann
questioned the traditional interpretation of Parthian title Ardhang as the collection of
Mani’s didactic paintings. Instead, he considered the possibility of translating it as “The
Painstaking [Book],” to indicate the title of a lost (non-pictorial) book by Mani (2005, 383).
Subsequently, he abandoned this proposition.
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Information about the Ardhang’s content provided by the currently known
relatively small surviving portions of the Ardhang Wifras text allows us to con-
firm two main themes that were part of the repertoire of images depicted in
Mani’s collection of didactic paintings: salvation and eschatology. The depic-
tion of the salvation theme included a scene with the soul departing the body
(M 8255). The depiction of eschatology featured scenes such as the second com-
ing of Jesus (M 35 recto) and the World Fire, referred to here as “the Great Fire”
(M 35 verso). Although the two additional Ardhang Wifras fragments mention
two important figures of the Manichaean Pantheon, the Light Maiden (M 740)
and the Third Messenger (M 8255), the idea that deities formed major themes
in the Ardhang cannot be confirmed based on these fragments, since the main
themes of their passages, in the context of which these deities are mentioned,
do not survive (see Tab. 2/3). Jesus’ case is different. His figure is integral to the
depiction of his second coming, discussed in connection with the identifiable
main theme: cosmic eschatology.

Concerning the question of the Ardhang’s function, the Ardhang Wifras
fragments contain a unique set of data, revealing otherwise undocumented
details on the “oral sermon” (wifras), for which the Ardhang was designed.
We have already seen from some of the Coptic texts that Mani’s collection of
paintings was used in the course of oral instruction. During such an instruc-
tion, a group of disciples listened to the explanation of Manichaean teach-
ings delivered to them with the help of a visual aid. They asked questions
and received answers about the religion, while referencing didactic images
displayed in front of them. This very didactic practice seems to be confirmed
by the unusual compositional style of the Ardhang Wifras. The assessment
of the text above showed that the Ardhang Wifras contains various listings
and thus, it could not have been intended for use as regular religious prose to
be read out verbatim. The Ardhang Wifras was not a text that can be read as
such. It could not be used for public readings or self-study. Six of the surviv-
ing Ardhang Wifras fragments (M 186, M 258, M 4637, M 6061, M 6898, M 8255
folio 1) retain an inventory of references to parables from the beginning of the
text. Nine fragments (M 35, M 205, M 740a, M 871m, M 833, M 836, M 852, M 907,
M 8255 folio 2) list references to similes from the ending of the text. In both
cases, the references are brief and coded, requiring background knowledge,
since the bulk of their contents (the actual stories) come from the memory
of the elect, i.e., they have to be brought to the performance of the Ardhang
Wifras by the sermonizer. Occasionally, the references are enumerated (M 35
recto), as if to help the instructor to remember them, when needed. All this
suggests that this text contains the notes to be consulted in preparing to give
a sermon (wifras) on the Ardhang, or as an aide memoire consulted during the
sermon, thus confirming that the Ardhang Wifras functioned as a resource for
oral instruction.

Assessing the complex data preserved on the date requires us to think sepa-
rately about the physical remains and the intellectual content of the Ardhang
Wifras. Concerning physical remains, that is, the production of the 15 folio frag-



PRIMARY RECORDS IN PARTHIAN AND MIDDLE PERSIAN TEXTS

ments (14 codex and one pustaka folio), it is certain that they were made in
multiple copies, and most likely during the Uygur era (ca. 755/762—-1024 CE)
in Kocho, where they were found in the Turfan oasis. The text, however, could
not have been composed (let alone used) there, because Parthian was not a
living language in East Central Asia at that time. The text must have originated
during the 400-year era stretching between the mid-third and the mid-seventh
centuries within the western parts of the Iranian cultural area, where Parthian
was one of the languages at that time.

5 M 4570: A Parthian Sermon on the Deaths of Mani and Jesus
(240-700 CE)

The last Parthian-language text related to the didactic paintings of the
Manichaean community is found on the folio fragment M 4570. Like the
others, it was also written in Manichaean script on nonilluminated codex folia,
containing a sermon that discusses Mani’s death in relation to Jesus’ crucifix-
ion. Important for this study is that it mentions some sort of a teaching aid two
times, which the disciples were shown while they were listening to this origi-
nally orally performed sermon. Arguably, that this teaching aid was a visual
display containing a set of images depicting the Passion of Jesus.

The references made to the events of Jesus’ Passion in M 4570 accord
not with the text of the canonical gospels, but with that of the Diatessaron
(Gr. d1d Tegadpwy, lit. ‘through four’), the earliest known gospel harmony, dat-
ing from the 170s CE. Composed in Syriac, probably by the early Christian
writer Tatian (ca. 120-180 CE), this text remained the standard gospel text in
the Syriac-speaking part of the Christian world until the late fifth century. The
Manichaeans were exposed to Tatian’s work most likely already during the life
of Mani in the Mesopotamian phase of their history. Subsequently, they were
noted for a continued use and preservation of the Diatessaron especially in the
Latin-speaking part of the Roman Empire until the late fifth century.#® Direct
quotations from Tatian’s prose, given in Parthian translation in an East Central
Asian Manichaean text, confirm a continued use of the Diatessaron until the
early eleventh century.

The diatessaronic content of M 4570 was famously identified by Werner
Sundermann in one of his first publications on Iranian Manichaean lit-
erature, which appeared in 1968.5° Sundermann’s revised interpretation of

49  Inaseries of studies between 1968 and 1993, Quispel argues that it was the Manichaeans
who preserved the most authentic version of Tatian’s Diatessaron in the West (1993,
374—378). Unlike the Diatessaron in Syriac Christian use, where its content was gradu-
ally brought into greater alignment with the standard texts of the Greek gospels, the
Manichaean version of the Diatessaron in the Latin West remained “archaic” and “wild,”
since the Manichaeans were under no pressure to “vulgatize” or “domesticate” it. For a
summary of Quispel’'s argument, see Petersen (1994, 282, 336, and 441).

50  Sundermann 1968, 398. In addition, two smaller Parthian fragments (M 6005 and M 18)
are known to be diatessaronic. They both quote two passages from the Diatessaron that
cover Jesus addressing his disciples before his death and the women arriving at Jesus’
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M 4570 is incorporated into his study of the Mitteliranische manichdische Texte
kirchengeschichtlichen Inhalts published in 1981. Found on the two sides of a
relatively large paper folio (min. 17.8 x ca. 28.0 cm) and titled by its header
as a Sermon on the Crucifixion, the text is a teaching given on Mani’s death,
as compared to that of Jesus.>! The bulk of the surviving text (ca. 80% of it)
regards Christ’s Passion that, as Sundermann pointed out, is identical to two
sections of the Diatessaron—a shorter and a larger passage. The two passages
are given as comparisons to Mani’s “Parinirvana,” that is, his death, the discus-
sion of which governs the overall content of the sermon.52

This Parthian sermon is written as a word-by-word record of an oral instruc-
tion, allowing its reader to witness a teaching once given by an elect. To empha-
size the main points, this instruction relies on comparison: “as we all know,
as also Jesus Christ,” and “[as] also our beneficent father [Mani] ... so those
corresponding to the Jews.” In addition, it is clear from the text that this teach-
ing was supplemented with some sort of demonstration, since the author
actually uses the phrase “as it shows” (Pa. ‘wgwn nm’yd) and “so it shows”
(Pa. cwgwn nm’yd). This fact led Sundermann to suggest that the writer refers
to another text,5® which is only one of two possible explanations. There is,

tomb, respectively. For M 6005, see Sundermann 1973, 106-108. For M 18, see Petersen 1988,
187-192.

51  The sequence of the two sides of M 4570 is established by its header (Sermon on the
Crucifixion), which was written across the facing pages of the codex. Accordingly,
the recto contains the second half of the header (since the preceding verso page with
the start of the header is now lost), while the verso of the folio preserves the first half
of the header’s text. On the recto, Jesus’ death is discussed, while subsequent passages
on the verso mention events leading up to his death (Sundermann 1981, 76 and Tafel 33).

52 Sundermann argues that M 4570, although abbreviated, is a diatessaronic account
for two reasons. First, because it narrates the life of Jesus in accordance with text of
the Diatessaron, which was accessible to Mani and his disciples in its Syriac version.
Although the Syriac original, just as its Greek translation, is lost today (except for a few
fragments), a comparison with the Arabic translation of the Syriac and a Latin transla-
tion of Victor of Capua supplies adequate proof. Second, M 4570 does not expand on
the Diatessaron to suggest the use of a further source. Nevertheless, Sundermann notes
some uniquely Manichaean characteristics that color this text. While the Arabic version
of the Diatessaron reproduces the biblical original incorrectly (XL1X, 10: “The servants
of all the leaders of the Priests,” cf. Luke. 22:66) the Parthian text does not (/R/I/3-5/).
In addition, he points out that the Parthian text is rather freely formulated and reflects
already known Manichaean gospel citations. It is especially interesting that in this text,
too, the Manichaeans assign distinct roles to the Jews and the Romans in their attitudes
towards Jesus. The mocking homage “The King of the Jews” (Mat. 27:29) was rendered
as “Our Messiah” (/V/I/11/), which does not appear in the canonical gospels. Instead, it
reflects the Manichaean view, according to which the Jews mocked Jesus, not the Roman
soldiers (Sundermann 1968, 393-394). The relationship of the Manichaean sermon text to
Tatian’s prose becomes evident by correlating the Parthian text and the Arabic version of
the Diatessaron. For a comparison, see Guldcsi 2012, 155-157.

53  Asmussen (1975, 101) agrees with Sundermann (1981, 76 note 3; and 1968, 392, note 32).
Based on Sundermann’s interpretation, Durkin-Meisterernst suggests that the Parthian
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however, alternative and equally plausible way to think about these phrases.
In light of the growing evidence about the Manichaeans’ practice of teaching
with images, this passage may be best understood to preserve a record for a
visual aid used for oral instruction. During the original lecture recorded in this
sermon text, the elect might have pointed to a displayed set of images that
literarily “showed” the very events of Christ’s Passion that the Parthian diates-
saronic quotations describe.>*

The passage quoted below from M 4570 reads as a transcript of a sermon,
in the course of which a demonstration was used; this is indicated by referring
to an object that “showed” (Pa. nm’yd, lit. ‘it shows’) Jesus’ Passion. It is pos-
sible that this object was not a text describing the events of Jesus’ suffering,
but rather a depiction of it. An image representing one of the core Manichaean
teachings (the cross of Light symbolized by Jesus’ death) was part of Mani’s
collection of didactic paintings used for oral instruction. Accordingly, M 4570
preserves important evidence about the content and the function of the
Ardhang. The text reads:

...and he [Mani] lost consciousness and died. [two blank lines]

So was the Parinirvana of our Lord [Mani], as it is written. And no one
should esteem it as more glorious. [up to six lines missing]

...Redeem (us) from these things that have come upon us. As we all
know, as also Jesus Christ, the Lord of us all, was crucified, as it shows
(Parth. 'wigwn nm’yd) about him. They seized him like a sinner. And they
clothed (him) in a robe and [gave] him a stick in [his hand]. And they
venerated him... and said, ... King, our Christ!” And they led him to the
Cross. [eight lines badly preserved or missing]

...[There are] also others [who] have [left the world?] through cruci-
fixion. They are many, who have been killed by the sword. [up to three
lines missing] ... And there are some who went into distant lands, and,
having arrived there, were killed. And every one of these Apostles was
known [throughout the world], for it has been reported [to us] how they
suffered and by what sort of crucifixion they left the world. And they
also had disciples, some who were thrown to wild beasts, others who
were chased from land to land. And they were like aliens and enemies

verb nimay- ‘to show, is used to introduce a quotation. Other texts with this phrase
include M 4570, M 6040, M 741, M 5860, and M 55661 + M 5562 + M 847 + M 4350 (2004,
243).If so, it is possible these expressions allude to the very diatessaronic passages, which
were given as direct quotations from Tatian, since in both cases, the quotations directly
follow the “as/so it shows” phrases (Gulacsi 2012, 157-161).

54  The early Manichaean roots of the two vignettes preserved on MIK 111 4967a prove that
not only did they have a repertoire of images depicting such subjects, but also that these
paintings were specifically diatessaronic. The elect giving the sermon could have pointed
to large versions of such images painted on the surface of a display medium. An actual
example of such a didactic Manichaean painting was first pointed out from southern
China (Gulacsi 2008, 1-16).
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in the entire world, and everywhere they were said to be deceived and
corrupted. And many are the temptations (that they) [faced] and that
they bore ... [two lines badly preserved]

..[as] also our beneficent father [Mani],...our living..., so those
corresponding to the Jews desired to remove him [Mani] from the world,
so it shows (Parth. [c]wgwn nm’yd);...on the morning, the teachers,
priests, scribes [and] the religious heads held deliberations, taking coun-
sel with each other in order to [kill] him. And they sought false witness,
but their testimonies did not agree. And they brought forth two and they
said. “This man says, ‘I am able to destroy this temple that is made with
hands, and to build another that is not made with hands in three days."”
And their testimony, too, [did not agree]. And the High Priest demanded,
“By the living God, I admonish you to take an oath, telling me whether
you are Christ the Son of God, the Blessed One.” Jesus said to him, “At first
you yourself said that T am he...” [up to six lines missing]

... But from now on you will see the Son of Man sitting on the right
hand of the Divine Power, when he comes from heaven in a chariot...” At
this time the High Priest [tore] his robe and said: “to me [ "] And they
spoke to each other: “[ ] witness what [is still] needed? [ ] we have all
further heard [the blasphemy] from his own mouth [ ] one must kill
[him].55

While M 4570 does not name the Ardhang or comment about its origin and
appearance, it nevertheless conveys important data about the thematic con-
tent represented in Manichaean didactic art used during oral instruction. It
confirms that the Life of Christ (Jesus’ Passion) was included as a main theme
that was illustrated in numerous details. In addition, M 4570 also supplies
some basic data about how these images were used for oral instruction.
Concerning the question of pictorial content, M 4570 implies that that
Passion of Jesus was included in the repertoire of themes featured in early
Manichaean didactic art. The lines surviving from the recto discuss Jesus’
arrest, his being mocked and lead to the cross: “... as it shows about him. They
seized him like a sinner. And they clothed (him) in a robe and [gave] him a
stick in [his hand]. And they venerated him... and said, ‘... King, our Christ!
And they led him to the Cross.” The lines of the verso refer to further details
concerning the condemnation of Jesus and Jesus in front of Caiaphas, who is
mentioned as “the High Priest” two times in this part of the surviving text.
Regarding the function of the didactic images, M 4570 indicates that
they were used during oral instruction. First, the illustrations were drawn to
the attention of the audience as documented through the phrases: “as it shows”

55  The English translation presented here follows that of Klimkeit (1993, 72) with the inclu-
sion of some minor sections omitted by Klimkeit, based on Sundermann’s German trans-
lation from 1981. An English translation of part of this text is included in Asmussen’s study

(1975, 101).
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(Pa. 'w’gwn nm'yd) on the recto, and “so it shows” (Pa. [c]w'gwn nm’yd), on
the verso. Both precede descriptive explanation of some teaching aid, which
arguably was not a text consulted by the audience, but an image looked at
by them.5¢ Second, the illustrations were elaborated upon extensively by the
instructor: “as it shows. .. on the morning, the teachers, priests, scribes [and]
the religious heads held deliberations, taking counsel with each other in order
to [kill] him. And they sought false witness, but their testimonies did not agree.
And they brought forth two and they said. ‘This man says: I am able to destroy
this temple that is made with hands, and to build another that is not made
with hands in three days.’ And their testimony, too, [did not agree]. And the
High Priest demanded, ‘By the living God, I admonish you to take an oath, tell-
ing me whether you are Christ the Son of God, the Blessed One. Jesus said to
him, ‘At first you yourself said that I am he... [...].” Based on their somewhat
random nature, these lines are not direct quotations from another text, but
more likely comments recalled from memory in the course of teaching with
images.

6 M 219: A Middle Persian Text on the Practice of Teaching with Images
(240-800 CE)

The manuscript fragment, M 219, retains most of one, long, narrow column of
a Manichaean script text written in Middle Persian on each sides of a paper
codex folio. The fragment contains a polemical teaching against idolaters and
two magical texts.5” The text on idolaters has some fascinating data about
how images were used for teaching in Manichaean Turfan, while referring to a
nigar. As to be expected from a Middle Persian text, the noun nigar is used here
in the sense of ‘a picture’ or ‘an image.” This broad meaning, however, becomes
qualified, since in M 219, nigar connotes not just any picture, but specifically
a picture to be looked at during the course of a religious instruction delivered
in an oral setting.

The passage below is a transcript of an oral sermon. In this text, the elect,
who is giving the teaching, addresses his disciples directly in present tense
and in the second person: “Listen” and “direct eye and face (to see) how it is
depicted (....) here in front of you.” This grammar eliminates the possibility of
the interpretation put forward by Henning, who suggests that the author of the
text is writing to a reader, and directing the reader’s attention to a now-lost illu-
mination that originally might have been part of the codex page, located next
to the text.58 Not only is there no evidence of any illumination on M 219, but

56  This interpretation is supported by M 219, which preserves similar textual clue about a
picture used in the course of an oral instruction: “Listen delicate humankind! Direct eye
and face (towards this and see) how it is depicted here in front of you. On this nigar. ..,
see discussion below.

57 Boyce 1960, 16.

58  In his publication, Henning briefly entertains the hypothesis that the discussion of a pic-
ture (nigar) on M 219 might be interpreted as a reference to a now-lost image that once
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moreover, no such assumed close connection between text and book painting
is known today from Manichaean book art. Instead, now there is a vast body of
data about teaching with images, including actual transcripts of oral sermons.
Therefore, in light of the growing amount of evidence about the Manichaean
practice of giving a religious instruction with the aid of didactic pictorial art
displayed in front of the audience, it seems most likely that in M 219 the term
nigar connotes one specific “picture” from the Nigar of the Manichaeans.
Supporting this interpretation are two additional Middle Persian texts that use
Nigar as areference to the title of Mani’s collection of didactic images (M 2 and
M 47). The text reads:

...we will go out of [the land of] the sinners to the land of the beneficent.
The young disciple says: “Well-being to all people who want and ask for
this.” [Well-be]ing also to you who wish [that] you make your mind
patient and understand what is revealed [to] you: the deceit of the dog-
mas—the teaching of the Gods, life—and death, piety and its teacher—
sinfulness and its sower. Listen delicate humankind! Direct eye and face
(towards this and see) how it is depicted here in front of you. On this
nigar:idols, idol priests, altars, and their gods. Close (lit. collect) my mind
(to impressions from them): the sacrament(s), the profession, and the
belief in them.

I will send the preaching... they raise their voices like dogs. Truth is
not in their speech. But you, know your own Self! Seize the road of the
Gods! Now in the first place [at] the hand of all these (things) that are
depicted here, this is the temple of the idols, which they call “The
Dwelling of the Gods.” And corresponding to the name of the dwelling,
there are many gods (there). Many are running about, (and) when you
ask: “Where (are you going)?” they say: “To the Dwelling of the Gods. To
offer reverence, love, gifts in front of them!” The idol priests raise their
voices: “Come forth to The Dwelling of the Gods!” However, inside “The
Dwelling of the Gods,” here are no gods! The deceived do not realize that,
because their spirits have been made intoxicated. But you.. .5

M 219 retains an important and nuanced meaning of the term nigar, the under-
standing of which requires us to contemplate its connotation in relation to the
context. As documented by two Middle Persian Manichaean texts (M 2, M 47),
the title of Mani'’s collection of didactic paintings in this language is also Nigar.
In M 219, however, this word seems to be used not in the role of a title, (The

illuminated the codex folio, illustrating the text surviving on M 219. He writes: “Das Buch,
dem dieses Blatt entstammt, war vermutlich mit Miniaturen geschmiickt, die das Treiben
der Gotzendiener veranschaulichen sollen” (Andreas and Henning 1933, 313, note 3).

59  The English translation given above is after Asmussen (1975, 13). Sundermann also dis-
cusses parts of this passage (2005, 374).
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Picture) but as the common noun—a picture, that is, an image, a to be looked
at during a religious instruction.

M 219 supplies evidence about the appearance of Manichaean pictorial art
used for oral instruction. First, the text states that the nigar under discussion
was a pictorial work, executed in a painting medium, and containing depic-
tions: “It is depicted here” and “all these (things) that are depicted here.” The
material support on which these paintings were made is not noted. Second,
the text implies that this nigar was suited to be used for doctrinal instruc-
tion. The elect, whose teaching is described in M 219, requests his disciples to
“direct eye and face (towards this and see) ... here in front of” them. This state-
ment suggests that the nigar was displayed “in front of” the disciples. If so, this
nigar must have been executed on a scale large enough to be shown during a
teaching, which, one may assume, was conducted for a small group of people.
Third, it is most likely that labels supplemented some of the motifs depicted,
since the text uses a specific phrase, “The Dwelling of the Gods.” Not only does
it repeat this phrase four times but it also provides a long definition for an
already descriptive term: “This is the temple of the idols, which they call ‘The
Dwelling of the Gods. And corresponding to the name of the dwelling, there
are many gods (there).”

Regarding the question of the pictorial content featured in this nigar, the
surviving portion of M 219 describes one main theme portrayed in it as well
as some of its details. The text that the didactic theme focused upon during
this instruction regards the false beliefs concerning the worship of idols in the
context of another, unnamed religion. In addition, the text describes some of
the pictorial details (motifs) of the image consulted for this teaching by stating:
“It is depicted here in front of you. On this nigar: idols, idol priests, altars, and
their gods.”

Several details that are informative about the function of this nigar are
revealed in M 219. First of all, the text states clearly that this painting was
explained in the context of oral instruction, since the elect turns to his audi-
ence, asking them to “listen.” Next the elect asks the disciples to look at the
painting displayed in front of them: “Direct eye and face (towards this and see)
how it is depicted here in front of you.” Third, the instructor refers to a spe-
cific section of the painting as he explains certain motifs depicted in this nigar
to qualify the depictions. After giving a basic summary of what the painting
showed, the elect explains some of the features as follows: “However, inside
‘The Dwelling of the Gods,” here are no gods! The deceived do not realize that,
because their spirits have been made intoxicated.”

The Middle Persian language of M 219 provides some circumstantial evi-
dence for when this sermon text was most likely composed. Middle Persian
was only used as lingua sacra among the Manichaeans during the Uygur era
in East Central Asia. Therefore, although the codex that contained the folio
fragment was made in Kocho during the Uygurs’ support of Manichaeism
there, the content of this text must have originated West of Kocho and possibly
much earlier. The Manichaean communities used Middle Persian as a living
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language while they were active across the Iranian cultural sphere between the
mid-third and ninth centuries. Sometime within this ca. 600-year long period,
a sermon was delivered focusing on a nigar depicting polemics. Its text was
committed to writing and became part of Manichaean literature.

7 M 47: A Middle Persian Parable on the Manichaean Church
(240-800 CE)

M 47 is a relatively large paper fragment that originally belonged to a codex-
formatted book that was produced in Turfan sometime during the era of Uygur
Manichaeism between the mid-eighth and early eleventh centuries. The book
was most likely an anthology of Manichaean literature as suggested by the
divergent content of its surviving texts. This folio preserves two texts written
by two different hands in Manichaean script, including one that is an account
of an early mission written in the Parthian language and another that is a par-
able on various components of the Manichaean Church written in late Middle
Persian.®? The latter text contains a poetic reference to Mani'’s Nigar.

The passage quoted below is a parable on the Manichaean Church,
expounding characters and objects in the story as analogies to the most impor-
tant building blocks that make up the earthly world of the Manichaeans. They
include the Apostle (i.e., Mani), the variety of alms provided by the laity, the
elect, the teaching that is symbolized here by a reference to Mani’s holy works
(i.e., his scriptures and the Nigar), and finally the wisdom that is the founda-
tion of faith symbolized here by a lamp. The portion of the text relevant to this
survey reads:

... The messenger [is the] Apostle...of the gods; ...garden, vineyard,
house, shade: these are the alms. The auditors give them to the Church
(and) build manistans. The intimate friends of the king are the elect. The
clothes (and) ornaments that he made are the Nigar and the scripture
(of the sacred teaching). The lamp is wisdom. The lamp that is not lit
immediately is that of the auditors. From time to time, they become slack
and forgetful of their works. [They] are [then] called to account (for their
negligence). They gain victory thereupon and they are redeemed.5!

Despite its poetical nature, M 47 retains some data concerning the question
of the name, origin, and the implied content associated with Manichaean
didactic art.

The Middle Persian noun, nigar, with its traditional connotation of ‘pic-
ture’ or ‘image, is used here as a title, paired together with a general reference
to the holy texts of the Manichaeans. The title Nigar in this text is employed

60  Boyce 1962, 5. The transcriptions of the two texts are published in her Reader (1975, 37-38,
and 179-180). For an illustration of the fragment, see Sundermann 1996, Pls. 47—48.

61  English translation after Klimkeit (1993, 190). For the translation of the nigar as ‘picture’
in M 47, see Miiller (1904, 85) and Henning (1936, 10), who contemplates alternatives such
as ‘miniature, i.e., ‘painting or book painting’
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analogously to the designation and context of Mani’s painted work as discussed
in other Manichaean accounts written in Coptic, Syriac, and Parthian lan-
guages. M 47 attributes the Nigar to Mani, together with Mani’s textual works,
comparing them to the garments (“clothing”) and jewelry (“ornaments”) worn
by a person: “The clothes (and) ornaments that he [Mani| made are the Nigar
and the scripture (of the sacred teaching).” The importance of the Nigar is
further emphasized by ranking it with a small number of the most significant
elements of the Manichaean religious practice—the elect, the auditor, the
alms, the manistan, and the scripture.

Assessment of Data: Designation, Attribution, Dates, Appearance,
Content, and Function

The currently known passages on Manichaean didactic paintings from
Mediaeval East Central Asia are found in seven primary texts written in
Iranian (Parthian and Middle Persian) languages. Analogous to the late ancient
sources, this mediaeval group of texts reveals a large body of documentary evi-
dence that is essential for a historically informed understanding of the forma-
tion of didactic pictorial art used by the Manichaean communities during this
era of their history (Table 2/4).

1 Designation in Parthian and Middle Persian

Information concerning the various designations used for Manichaean didac-
tic paintings is provided by five sources surveyed above (M 2, M 47, M 5560,
M 5815, Ardhang Wifras headers). They employ the Parthian and the Middle
Persian titles of Mani’s collection of images (see Tab. 2/4: Designation). In one
of the texts, the title, Ardhang, is preserved in the headers of the codex folia
(Ardhang Wifras). In the four additional Manichaean texts, this title is paired
with Mani’s book(s). It is listed along with the Gospel (M 5596) and with the
Book of Giants (M 5815). The Middle Persian title, Nigar, is listed together with
the book(s) in general in two additional texts (M 2, M 47). This pairing is also
present in Coptic Manichaean texts (Kephalaion 151, Homilies 27) and goes back
to the reasons Mani gave for deliberately using dual (pictorial/visual and writ-
ten/verbal) means of communication. As we have seen, Ardhang does not have
a clear etymology in Parthian.62 It is best explained today as a loanword used as
the title of Mani’s volume of didactic paintings. This Parthian designation fits
the preference to use loanwords as the titles of Mani’s works in Manichaean
literature, including in this case the Coptic Hikon and the Syriac Yugna, both
of which derive from a Greek common noun (eikon) and are used to designate
Mani’s pictorial volume among the holy books of this religion.63

62  Sundermann 2005, 377.
63  For the possible Sogdian version (rd’nk) of the Parthian Ardhang, see the discussion of
M 18220 (Sundermann 1981, Text 3.2) and the Bezeklik Sogdian Letter B (Yoshida and

Moriyasu 2000, 156, line 54) in note 21, above.
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TABLE 2/4  Summary of data about Manichaean didactic art in Parthian and Middle Persian textual sources

from mediaeval Central Asia

DESIGNATION

(1)

(2)

One common nouns connoting ‘picture’ in Middle Persian language (M 2, M 47, M 219)

Middle Persian common noun: nigar ‘pictures, image, illustration’ (M 2, M 47, M 219)

Middle Persian nigar ‘a didactic painting employed for oral instruction’ (M 219)

Two titles of Mani’s collection of images in Parthian and Middle Persian languages (M 2, M 47, M 5569, M 5815,
Ardhang Wifras headers)

Parthian Ardhang with unknown etymology attested only as a title (M 5596, M 5815, Ardhang Wifras)

Parthian Ardhang listed together with Gospel (M 5596) and Book of Giants (M 5815)

Parthian Ardhang named in header (Ardhang Wifras headers)

Middle Persian Nigar listed along with the books (M 2, M 47)

ATTRIBUTION

(1)
(2)

Attributed to Mani as its painter (M 47)
Implied attribution to Mani, since paired with Mani’s book(s) (M 2, M 5569, M 5815)
Copies noted as being those of Mani’s books (M 2, M 5815)

DATES

(1)

—_~ o~~~
S W N
- =

240-274/277 CE: used by Mani during his ministry (M 2, M 5569)
240-274/277 CE: copies already made during Mani’s ministry (M 2)
274/277 CE: Mani’s copy given to Sisin (M 5569)

) 280s CE: used for missions in West Central Asia (M 5815)

240-700 CE: Ardhang Wifras composed in Parthian (Ardhang Wifras)
240-900 CE: sermon about nigar on polemics produced in Middle Persian (M 219)

APPEARANCE

(1)

(2)
(3)

Pictorial, contained depictions (M 219)

Employed labels to identify elements of the painting (M 219)

Large size implied by use during oral instruction (M 219)

Not an illuminated codex (Ardhang Wifras)

Text of Ardhang Wifis is not in the physical context of the Ardhang (Ardhang Wifras)
Implied portable format (M 2, M 5569, M 5815)

CONTENT

(1)

Doctrinal content implied by being mentioned with Mani’s other books (M 2, M 47, M 5569, M 5815)
Mentioned with Mani’s Gospel (M 5569)

Mentioned with Mani’s Book of Giants (M 5815)

Mentioned with books/scripture (M 2, M 47)

Themes of Ardhang included

Dualism (Pre-creation Myth): Combat of Light and Darkness (Ardhang Wifras: M 8255 f.1)
Eschatology: Jesus’s Second Coming and the World Fire (Ardhang Wifras headers: M 35)

Salvation: Soul Departing the Body (Ardhang Wifras: M 8255 f. 2)
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FU

(1)

Prophets: Life of Jesus (M 4570)
Scene(s) showed Jesus’ arrest, his being mocked, led to the cross, and wounds (M 4570)
Scene showed Jesus in front of the High Priest (M 4570)

Polemics: False Beliefs of Idol Worship (M 219)
Scene showed idol temple, idol priest, and people worshipping idols (M 219)

NCTION
Explained in the context of oral instruction (M 219, M 4570)
Displayed in front of an audience (M 219)
Audience asked to look at painting (M 219)
Instructor referred to sections of painting (M 219)
Required explanation (M 219)
Literature aided its instructional use (M 2, M 219, M 4570, M 5569, M 5815, Ardhang Wifras)
Used together with Mani’s books (M 2, M 5569, M 5815)
Supplementary notes produced to aid oral instruction (Ardhang Wifras)
Notes for oral instruction listed references to parables (6 Ardhang Wifras fragments)
Notes for oral instruction listed references to similes (9 Ardhang Wifras fragments)
Transcripts of sermons delivered with images (M 219, M 4570)
Multiple copies used for missions by Mani & Sisin in West Central Asia (M 2, M 5815)
Implied use for missionary work (M 2)
Mani sent (a copy of) the Nigar from Holvan with Mar Ammo to Abarshar (M 2)
Zurvandad took the Merv copy of the Ardhang to Zamb (M 5815)
Sisin made a new copy of the Ardhang in Merv (M 5815)
Copies produced when needed just as were copies of Mani’s texts (M 5815)
Copies accounted for (M 5815)
Signals high authority in the Manichaean Church (M 5569, M 5815)
Carried with Mani as one of two teaching tools (M 5569)
Head of Church keeps Mani’s copy (M 5569)
Handing it (and other items) over symbolizes transmission of authority (M 5569)
Later copies in care of senior members of community (M 5815)
Implied use in well-to-do setting (M 2)
Handled as a relic (together with other items) from Mani’s personal possessions (M 5569)

Only nigar is used as a common noun in one of these texts (M 219). The gen-

eral connotation of this word in both Modern Persian and Middle Persian is
‘picture, painting, image.64 The Turfan text using it, however, adds to this

meaning a nuanced connotation. Since this Manichaean text is a transcript

of a teaching given with the aid of didactic art, its overall textual context posi-

tively confirms that the nigar under discussion connotes not just any ‘picture,
painting, image, but rather specifically ‘a didactic picture/painting/image

64

Durkin-Meisterernst 2004, 240.
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employed for oral instruction:’ “Listen (....) delicate humankind! Direct eye and
face (towards this and see) how it is depicted (.. ..) here in front of you. On this
nigar ... (M 219 recto).

Concentrating on the Iranian etymology of Ardhang, in 2005 Werner
Sundermann published a hypothesis based on his preliminary study of the
Ardhang Wifras fragments, suggesting that may be the Nigar is the only Iranian
title for Mani’s Hikon—but not the Ardhang.%® The core of Sundermann’s
argument is the assumption that Mani’s collection of images belonged to an
illuminated manuscript. Since he finds no evidence of such an illustrated
text in any of the Parthian sources (including the Ardhang Wifras fragments),
Sundermann begins to explore a possible etymology for ardhang in Middle
Persian in order to identify it with an alternative meaning that connotes the
title of another known book of Mani.®¢ The evidence provided by both visual
and textual sources confirming that Mani’s canonical paintings were in a solely
pictorial book, and that the Ardhang was the Parthian title of that book, is
overwhelming.

The understanding that the Ardhang is one of the Iranian titles of Mani’s
picture book has a long history in Manichaean studies. Walter Bruno Henning
drew attention to the term Ardhang as the Parthian version of the title and
proposed a tentative Parthian root for its etymology. He also connected the
Ardhang Wifras to the Ardhang, interpreting the former as a textual com-
mentary, that is, a supplementary text, which was a physically independent
from the paintings.5” Hans Jacob Polotsky noted a connection between the
Coptic title Hikon and the later Persian reference to Mani'’s Erzheng. He further
suggested that Mani’s collection of images was an album of paintings (an “eine
Art Tafleband”) depicting Mani’s teaching in visual form and hypothesized
that this painted work might have accompanied a book, such as Mani’s
Gospel.58 Although voiced as brief remarks in philological studies of broader
concerns, Henning and Polotsky pointed out a continued existence of
Manichaean didactic art across the history of this religion. The Parthian title
of Mani’s canonical painting is continued to be used in the post-Manichaean
Islamic literature in Arabic, Chagatai, and Persian language texts as detailed in
Chapter 4 below.

65  Sundermann writes (2005, 382): “I should like to make it clear that it was my intention to
argue against the identity of the Ardhang and Mani’s picture-book. I do not deny that a
picture-book illustrating Mani’s doctrine did exist. [...] Nevertheless, if there was a pic-
ture book of Mani, what was it called in the Iranian languages? Its Middle Persian name
was, [ think, nigar ‘painting, picture, which exactly corresponds with the Hikon of the
Coptic texts.”

66  Sundermann suggests that the root meaning “painstaking/troubling” may be at the core
of the word ardhang, and if so, it could be the Parthian title of Mani’s Treatise otherwise
known by its Greek designation as the Pragmateia (2005, 378—380).

67  Andreas and Henning 1934, 858 and 862; Henning 1937, 9; Haloun and Henning 1952,
209-210, note 4.

68  Polotsky 1935, 244.
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The Iranian Manichaean passages on art surveyed for the first time above
confirm the latter understanding. Their analysis provides two reasons that
support the interpretation of Ardhang as the Parthian title of Mani’s collec-
tion of didactic images. Firstly, the pairing of the Ardhang with a written work
of Mani: “the Gospel, the Ardhang ... [were taken to]...Sisin” (M 5569), and
“he has taken the (Book of) the Giants and the Ardhang with him” (M 5815).
This coupling of a textual/verbal work by Mani with his pictorial/painted in
Parthian texts is analogous to what is seen in Coptic and Syriac Manichaean
sources. It is also mentioned in Middle Persian sources: “with books and the
Nigar’ (M 2), and “the Nigar and the scripture” (M 47). Secondly, there is a
preference in Manichaean literature to use loanwords (or the foreign titles)
for Mani’s works, including his painted work. The Coptic Hikon and the Syriac
Yugna both derived from the Greek noun eikon.%® Similarly, the Chinese title
of the canonical collection of images in the Compendium, the Great Ménhéyi,
captures phonetically a foreign title that contains a Manichaean loanword
from an unidentified language, Ménhéyi. With its unknown etymology and
likely foreign root, the Parthian Ardhanyg fits this pattern of titling Mani’s pic-
torial volume among the holy books of this religion.

2 Attribution: Implied Authorship of Mani

The origin of the Manichaeans’ collection of didactic images is mentioned
only one Manichaean text (M 47). It seems that crediting Mani as the painter
of the Ardhang/Nigar, is not an important issue in mediaeval primary sources
(see Tab. 2/4: Origin).

An implied attribution of the Ardhang/Nigar to Mani, however, is pres-
ent in three texts (M 2, M 5569, M 5815). They acknowledge Mani indirectly
by mentioning the Ardhang/Nigar with other books written by him, naming
either the Gospel (M 5569), or the Book of Giants (M 5815), and in one case, just
“the books” in general (M 2). This prominent pairing of Mani’s written works
and his painted work is a motif in Manichaean literature that goes back all
the way to Mani himself. As is noted also in the Coptic and Syriac sources,
Mani introduces these two distinct means of communication firmly linked
to one another. On the one hand, he does so with the aim to guard against
the adulteration of his teaching (Kephalaion 151), noting this as a distinction
between him and the founders of other religions and as a sign of the supe-
riority of his religion. On the other hand, Mani claims that employing both
written/verbal and painted/visual delivery provides a more efficient way to
transmit his messages to his disciples (Prose Refutations). It seems that this
underlying logic is the reason for frequently mentioning the books along with
the Ardhang/Nigar in Iranian (Parthian and Middle Persian) translations of
early Manichaean literature.

69  If any Greek text had survived mentioning Mani’s collection of didactic paintings, most
certainly this would have been their title. Unfortunately, no such text is known today, as
noted in Chapter 1.
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Copies made of Mani'’s collection of didactic paintings do not change its
implied attribution, which is similar to that of the rest of the Manichaean holy
books. Unlike the books that Mani authored, however, the Ardhang/Nigar is
a pictorial work. Therefore, its attribution brings up an inherent contradic-
tion from the perspective of art history. This, however, is not an issue in these
sources. A painter, who creates a copy of Mani’s pictorial work, is just like a
scribe, who makes a new copy of one of Mani’s books or letters. The two pas-
sages (M 2, M 5815) credit Mani as the intellectual author of the Ardhang/
Nigar, in a manner analogous to Mani’s written works, such as the Gospel (M 2)
and the Book of Giants (M 5815).

3 Dates: The Ardhang/Nigar in late Ancient and Mediaeval Times

Five passages (M 2, M 219, M 5569, M 5815, Ardhang Wifras) imply dates in
connection with the Ardhang/Nigar (see Tab. 2/4: Dates). Most of their data
is specific for the second half of the third century (M 2, M 5569, M 5815)
and is in harmony with the records provided by Coptic and Syriac accounts
(Table 2/5). The origin of two other texts (M 219, Ardhang Wifras) impli-
cates broader periods from the mid-third to the seventh and ninth centu-
ries. although these Iranian texts were copied and used in Kocho sometime
between the mid-eighth and early eleventh centuries, they do not contain any
evidence about Manichaean didactic art from the Uygur era. This lack of data
is especially troubling in the Sogdian Manichaean texts, since Sogdian was
the most prominent language for the Manichaeans during this era. The single

Manichaean didactic art noted in Coptic, Syriac, Parthian and Middle Persian textual sources

ERA OF MANI IN IRAN, 240—274/7 CE (37-YEAR PERIOD)

1) Created by Mani during his ministry, between 240 and 274/277 CE (Kephalaion 151, Prose Refutations)

2

4
5

Used by Mani during his ministry, between 240 and 274/277 CE (Kephalaion 92)

(

(2)

(3) Used by Mani during his ministry, between 240 and 274/277 CE, implied (M 5569)
(4) Copies already made during Mani’s ministry, between 240 and 274/277 CE (M=2)
(5)

Mani’s copy was taken to Sisin upon Mani'’s death in 274/277 CE (M 5569)

ERA OF SISIN IN IRAN, 274/7-291 CE (16-YEAR PERIOD)

(1) Mani’s copy was taken to Sisin upon Mani’s death in 274/277 CE (M 5569)

(2) Used for missions in West Central Asia during ca. the 280s CE (M 5815)

PARTHIAN ERA IN IRAN, CA. 240—CA. 700 CE (CA. 450-YEAR PERIOD)
(1) Ardhang Wifras text produced in Parthian language (Ardhang Wifras)

MIDDLE PERSIAN ERA IN IRAN, CA. 240—CA. 800 CE (CA. 550-YEAR PERIOD)

(1) Sermon text for a nigar on Polemics produced in Middle Persian (M 219)
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Uygur passage (Kédd Ogul) that mentions Manichaean didactic art will be con-
sidered in Chapter 3, along with a Chinese Manichaean text (Compendium)
that ultimately also most likely originated in Kocho.

As to be expected, the era of Mani’s ministry between 240 and 274/277 CE
is noted as the origin of Manichaean didactic art (M 2, M 5569). Sometime
during this 37-year long period (probably during its second half), copies of the
Ardhang/Nigar were made under the direction of Mani (M 2). Firmly anchored
to the year 274/7 CE, there is a further evidence, which marks the conclusion of
Mani’s association with his collection of his didactic paintings, noting that the
Ardhang was with Mani at the time that he was arrested and taken to prison at
Beth Lapat (M 5569).

The16-yearlong period when Sisin headed the Manichaean Church, between
274/277 and 291 CE, is noted by two texts in connection with Manichaean
didactic art (M 5569, M 5815). The above-mentioned event in 274/277 CE marks
the start of Sisin’s association with the Ardhang/Nigar, since he received it
after Mani’s death (M 5569). In addition, the Parthian letter (M 5815) notes how
Sisin managed resources while organizing missions directed to the province of
Khorasan in West Central Asia, linking this collection of didactic paintings to
Sisin’s era during the late third century.

Sometime between the mid-third and seventh centuries, the text of the
Ardhang Wifras was composed in the Parthian language in order to provide a
textual resource for the oral sermon (wifras) in the context of which the Mani’s
collection of didactic paintings (Ardhang) were discussed. The time frame,
within which this text was composed, is defined by the documented use of
Parthian as one of the Iranian languages among the Manichaeans communi-
ties, understood separately from the time when the copies of the text were
written. The codex that contained the Ardhang Wifras, among numerous other
texts, was made most likely in a Manichaean monastic center (manistan)
that operated in Kocho under the imperial support of the Uygur ruling elite
between the mid-eighth and early eleventh centuries. During the latter time,
however, Parthian was no longer a spoken language. Its daily use had vanished
after the Sasanian Dynasty (224651 CE), and it was preserved as one of the
lingua sacra of the Manichaean Church. Therefore, the date of the Ardhang
Wifras text must precede the date of the manuscript folia on which fragments
of the text survive.

Sometime during a ca. 550-year period between mid-third and ninth cen-
turies, the sermon text for a nigar that depicted Polemics was composed in
the Middle Persian language (M 219). The very same dual consideration that
we have seen in connection with the Parthian Ardhang Wifras text, which
distinguishes the date of a composition from the date of the writing of the
manuscript that preserves a copy of a text, is true for the prose of this sermon.
Middle Persian is preserved only among the Manichaean communities of West
and East Central Asia beyond the Sasanian Dynasty (224—651 CE).

101



102

CHAPTER 2

4 Appearance: Lack of Evidence about Changes in Format and
Material

The appearance of the Ardhang/Nigar is addressed in five textual sources
from East Central Asia (M 2, M 219, M 5569, M 5815, the AW fragments). While
most of them concern the time of Mani and the late third century in Iranian
Mesopotamia and West Central Asia, others are specific to the Uygur-sponsored
era of Manichaeism during the mid-eighth and early eleventh centuries in East
Central Asian. Taken together, they indicate a solely pictorial medium in an
unspecified portable format (see Tab. 2/4: Appearance).

The pictorial character of the Ardhang/Nigar is addressed by one of the
primary texts (M 219). The Manichaean passage states: “Direct eye and face
(towards this and see) how it is depicted (....) here in front of you. On this
nigar,..." and suggests that “on this nigar” labels identified elements of the
painting. It further implies a size suited for viewing in the setting of an oral
instruction (M 219).

The Ardhang Wifras fragments also imply the solely pictorial nature of
the Ardhang/Nigar. As we have seen, the text itself is a composition made in
order to aid the preparation of the elect giving a teaching (Parth. wifias ‘[oral]
sermon’) on the Ardhang. None of the fragments shows any signs of luxury
customarily associated with the production of illuminated manuscripts.
Instead, they seem to derive from plain, albeit carefully written, books of
Manichaean religious texts. Thus, they put to rest previous considerations
that imagined the Ardhang as an illuminated manuscript.”® In addition, M 219
implies that the nigar it mentions must have been large enough for a public
instruction and that certain themes depicted in its images were most likely
labels, such as “Dwelling of the Gods.” The use of labels to identify certain
motifs within the images of Mani’s Yugna is also mentioned by Ephrem (Prose
Refutations).

These textual records do not provide evidence for the changing pictorial
format of the Ardhang/Nigar. Three texts only allude to the portable format of
Mani’s Ardhang/Nigar during the middle and late third centuries in western
Iran (M 2, M 5569, M 5815). Their reference accords not only with Ephrem’s
mention of the scroll format, but also with the argument presented for parch-
ment as the scroll's most likely material. Without noting any specific shapes,
sizes, or materials, the three Turfan texts state only that Mani’s collection of
pictures was carried along with the elect missionizing across the western and

70  Sundermann (2005, 376) questioned the traditional interpretation proposed by Polotzky
(1935) and Henning (1948) that the Ardhang was a solely pictorial work of art—a
“Tafleband” (i.e., an album containing a collection of plates), the format of which was
much favored in the late mediaeval and early modern imperial art of Safavid Persia,
Mughal India, and Ottoman Turkey; and thus familiar in European scholarship of the
time. While the Ardhang was a “Tafelband” for Polotsky (1935, 244) and Henning; it was
a “picture-book” and the “picture volume” for Klimkeit (1982, 2). In 1987, Asmussen also
explained it as a “volume of drawings and paintings” (Encyclopeedia Iranica Online, s. v.
“ARZANG,” accessed June 05, 2013, http://www.iranicaonline.org/articles/arzang-mid).
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northern region of Iran. Subsequently, they imply a small portable format simi-
lar to that of used for textbooks at the time—scroll (or maybe even codex)
made of parchment. The Parthian text with the earliest content, referring to
274/7 CE (M 5569), suggests that Mani was traveling with his Gospel and his
Ardhang at the time of his arrest, and that he was allowed to take these items
with him to prison. Further, we learn that the Ardhang was among the items
that were taken to the new head of the Church after Mani’s death. The other
two texts both suggest that, just like Mani’s prose books (such as the Book of the
Giants), his Ardhang/Nigar was routinely carried along with the elects on mis-
sion assignments (M 5596 and M 2)—an important point that is also relevant
for the function of the Ardhang/Nigar.

Although the surveyed primary texts do not mention paper as the material
of Manichaean didactic painting (as to be expected from sources concerning
the second half of the third century in Mesopotamia and West Central Asia),
later evidence does confirm its preferred use. Paper is dominant among the
physical remains surviving from the Uygur era as one of the favored materi-
als of Manichaean pictorial art and the chief material of Manichaean books
at that time. Supporting documentary data about its widespread use among
the Manichaean communities is found in a polemical passage that concerns
Baghdad during the middle of the ninth century. It is written by the Abbasid
scholar, al-Jahiz (781-869 CE), who notes the Manichaeans’ use of this expen-
sive material that was still relatively new to West Asia at this time. Prior to
847 CE, al-Jahiz writes:

I am pleased to see the eagerness of the Zindigs [Manichaeans] in spend-
ing money on fine white paper and brilliant ink with a sheen on it, and
their desire to get the best possible handwritten and most competent cal-
ligraphists, for I have never seen finer paper or better handwriting that
what they have in their books. [...] We may compare the lavish expen-
diture of the Zindigs on the production of their books with that of the
Christians on their churches.”

Paper replaced parchment in Manichaean material culture in West Asia by this
era. It was most certainly a welcome innovation.”? Similar to adopting papy-
rus as the material of their codices in North Africa, using paper seems to have
eased the violation of a precept (Seal of the Hand) that requires the Manichaean

71 Kitab al-hayawan (Reeves 2011, 226).

72 Afteritsinvention in second-century China, imported paper was used in East Central Asia
by the early third century CE as attested by the manuscripts discovered at Niya. Although
the first record of paper-makers working in Samarkand is from 751 CE, papermaking was
already known in West Asia by the mid seventh century (Hunter 1947, 468—9). In addition
to the Manichaeans, the Buddhists also have a moral motivation to not use parchment as
a writing material (Nattier 1990, 205).
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elect to avoid harming life.”® As we have seen in Chapter 1, Augustine mocked
this contradiction. Indeed, using parchment presented a dilemma that the
Manichaean church had to face in order to maintain not only its famously
sophisticated book culture, but also, as we are discovering, its didactic pictorial
tradition used in service of communicating and preserving Mani’s doctrine.
The precept prohibited the elect from ingesting animal products and even rid-
ing animals. The Manichaeans continued strict observation of this rule was
well known in their environment, as documented by al-Jahiz’s ostrich story
in his above-mentioned Kitab al-hayawan. The story took place in the town
of Ahvaz (located in the Khuzestan province of southwestern Iran) sometime
during the middle of the ninth century. At this site, two elects witnessed an
ostrich swallowing a large precious stone that spilled onto the street along with
other jewels from a chest that was accidentally dropped. The elect preferred to
suffer the consequences of being accused of stealing and being beaten nearly
to death by a mob, rather than pointing to an ostrich moving about nearby that
had swallowed the expensive stone. Realizing what had happened, a passerby
solved the case, and the stone was found in the ostrich’s gizzard.”

This evidence suggests the Ardhang/Nigar was most likely indistinguishable
from other Manichaean books when closed-up and stored. If so, it is conceiv-
able that it shared the fate of books that were routinely burnt in the course of
Abbasid persecutions. An incident reported about by Ibn al-Jawzi (d. 1201 CE)
concerning the year 923 CE suggests that this is what possibly happened. The
author emphasizes that large amounts of gold and silver were seen trickling
out from the piles of Manichaean books burnt at the public gate of Baghdad:
“There dripped out of it (the fire) a quantity of gold and silver from what had
adorned the volumes.””> We must acknowledge the possibility that the source
of the liquid precious metal in that pile of burning books was not volumes of
the illuminated manuscripts,”® but rather one volume that contained solely
pictures.

5 Content: Five Recorded Themes

The content is the second most richly documented aspect of the Ardhang/
Nigar noted in all passages surveyed from East Central Asia (M 2, M 47, M 219,
M 4570, M 5569, M 5815, and Ardhang Wifras; see Tab. 2/4: Content). The body
of evidence they provide confirms the overall doctrinal nature of Manichaean
didactic art. At the same time, it reveals a variety of subjects depicted in con-
nection with four main themes of Manichaean teaching shown during oral

73 The Three Seals (the Seal of the Mouth, the Seal of the Hand, and the Seal of the Chest)
designate a disciplinary construct attested in all part of the Manichaean world. For a sur-
vey of the textual sources, including discussions of the Seal of the Hand, see BeDuhn
20004, 33—40.

74 Reeves 2011, 206.

75  Reeves 2011, 231.

76 Arnold 1936,1817.
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instruction. These include Eschatology (Jesus’ second coming and the Great
Fire), Salvation (soul departing body), the Prophets (Jesus’ life), and Polemics
(false beliefs of idol worship).

The Iranian sources leave no doubt that the paintings of the Ardhang/
Nigar conveyed doctrinal themes. Besides naming the individual subjects of
Manichaean teaching that were shown by the paintings (assessed below), they
imply the overall doctrinal nature of this art in various other ways. Some of the
primary sources follow the Manichaean tradition of pairing the art together
with Mani’s books, including the Gospel (M 5569) and the Book of Giants
(M 5815), and in two other cases by mentioning the Ardhang/Nigar together
with the Manichaean books/scriptures in general (M 2, M 47).

One of the main pictorial themes referenced in the Iranian texts surveyed
above is the theme of salvation, as defined by the events of human eschatol-
ogy such as the soul departing the body. The latter subject is discusses in the
Ardhang Wifras, prefaced with a set of similes: “...like a bright lamp when it
is taken out from a dark house; like a house which people leave (so that) it
becomes deserted and dangerous. So (it is with) the soul. When it abandons
the body, (the body) becomes small and despised with every fleshly creature”
(Ardhang Wifras: M 8255 folio 11 verso + M 205 verso). The survival of this data
within a set of Iranian notes to the Ardhang is especially valuable, since it
corresponds with two Coptic passages on Manichaean didactic art that also
mention the theme of Salvation by listing its various stages, including the
soul departing the body, the judgment, and the destiny of the righteous in
the Land of Light and that of the sinner in Gehenna (Kephalaion 92), as well
as the appearance of the Light Maiden with her three angels bearing gifts for
the righteous (Kephalaion 7). A continued focus on salvation in Manichaean
didactic art is documented not only in the primary textual sources from Coptic
and Iranian literature, but also in primary visual sources that were made and
used during the Uygur and southern Chinese phases of Manichaean history.

A new pictorial theme of the Ardhang/Nigar discovered through the above
survey concerns Mani’s teachings on the end of the world, that is, Manichaean
eschatology. An important component of this teaching, the cosmic vision
of Jesus’ rulership at the end of time, has been recently studied by Werner
Sundermann in light of two Parthian pages remaining from the Ardhang Wifras
(M 35).7” As we have seen, the text on the recto contains the last four items
from an originally 12-point list of events centered on Jesus’ Second Coming.
On the verso of the same folio, an additional eschatological subject concerns
yet another component of this theme, the World Fire that consumes all life on
the Earth. Besides this small text, Mani’s eschatology is known today from two
main sources. One of them is Mani’s discussion of this subject that occupies
the substantial concluding portion of his Shabuhragan (a book-length sum-
mary of Mani’s teachings dedicated to Shapur I, 240-272 CE), long parts of

77  Sundermann 2003, 421—427. A significant portion of Sundermann’s study is devoted to the
uniquely Manichaean number, 120 years, given as the length of Jesus’ rule (2003, 425-427).
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which survive in Middle Persian and noted in connection with Mani’s depic-
tion of his teachings in Sam'ani’s encyclopaedia (before 1160 CE). The other is
a Coptic summary of this teaching given by one of Mani’s disciples, most likely
Koustiaos (Iranian: Kustai) in the “Sermon on the Great War,” which is pre-
served in the Homilies. These two texts were compared by Nils Arne Pedersen,
who pointed out their many similar details that prove the conservative pres-
ervation of core Manichaean teachings across different phases of Manichaean
history.

Another theme deduced from the Iranian texts on the Ardhang/Nigar con-
cerns the prophet Jesus, as documented by references made to various events of
Jesus' life in a unique Middle Persian text (M 4570) that preserves the transcript
of a sermon conducted with the aid of pictorial art. The depiction seemed to
have featured Jesus’ arrest, his being mocked and led to the cross, and his
wounds (M 4570 recto), and Jesus in front of the High Priest (M 4570 verso), as
suggested by the discussion of these events in the passage. This documentary
evidence becomes even more relevant in light of a scene-by-scene depiction
of Jesus' life arranged in a row of gold-framed vignettes (MIK I11 4967a recto).

The third new theme of Manichaean didactic art noted in Iranian pri-
mary textual sources is polemics. As we have seen, a unique Middle Persian
passage (M 219) describes a painting (nigar) that depicted the false beliefs of
idol worship. It discusses a scene that showed an idol temple, idol priests, and
people worshipping idols: “direct eye and face (towards this and see) how it is
depicted (....) here in front of you. On this nigar: idols, idol priests, altars, and
their gods” (M 219 recto); and “depicted here, this is the temple of the idols,
which they call ‘The Dwelling of the Gods.” And corresponding to the name of
the dwelling, there are many gods (there).” The negative connotation of these
motifs is defined by the rest of the text that records the instruction itself that
accompanied this particular nigar.”®

Taken together, the Coptic, Syriac, and Iranian textual sources surveyed so
far reveal five main doctrinal themes in Manichaean didactic art. Eschatology,
Prophets (Jesus), and Polemics are noted by the Iranian texts. Cosmology (or
Cosmogony) is mentioned by the one Syriac text. A wider documentation
supports the depiction of the Salvation theme, since its existence is recorded
by two of the Coptic texts (Kephalaion 2 and Kephalaion 92) and one of the
Iranian texts (Ardhang Wifras). As we shall see, actual remains of Manichaean
paintings known today from East Central Asia and southern China document
the continued existence of these themes in Manichaean visual doctrine.

78  Inlight of this expressed objection to idolatry, it is rather ironic that the very practice the
Manichaeans protest against, is what Mani was accused of due to his own famed associa-
tion with images and image-making in FerdowsI’s polemical tale (Davis 2006, 597-598);
see discussion under assessment of origin in Chapter 4.
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6 Function: The Original Ardhang/Nigar and Its Copies in Educational
and Symbolic Roles

By far the largest body of evidence collected in this chapter concerns details of
how the Manichaeans used their didactic art. The texts provide numerous bits
and pieces of documentary information about the various educational and
symbolic roles this art had played. They document the Parthian term used for
conveying the act of teaching with images (Ardhang Wifras). They refer to cop-
ies, and they even allude to an Ardhang-relic (see Tab. 2/4: Function).

Arguably, the most important characteristic feature that concerns the
function of Manichaean didactic art is its oral context of use. The Iranian pri-
mary textual sources leave no doubt that the Ardhang/Nigar was employed
in the course of a sermon that was supplemented with paintings displayed
in front of the audience. Two passages note this most unambiguously (M 219,
M 4570). Both passages indicate that a painting was displayed in front of an
audience, who were asked to look at it: “Listen (....) delicate humankind!
Direct eye and face (towards this and see) how it is depicted (... .) here in front
of you” (M 219). While looking they listened to a sermon, in the course of which
the instructor referred to specific sections of a painting: “on this nigar...
(M 219), and “as it shows [...] so it shows” (M 4570). Similar data emphasizing
the oral religious culture around early Manichaean art is conveyed in a Coptic
(Kephalaion 92) and a Syriac account (Ephrem). The importance of religious
teachings delivered by a leading member of the elect, starting from the earli-
est era of Manichaean history, is well documented. Mani enjoined the elect to
make preaching a primary part of their work on behalf of the faith. The ser-
mons given by Mani in mid third century southern Mesopotamia survive today
in Coptic translations from fourth-century North Africa, as well as in various
languages in East Central Asia.

One reference seems to go even further by suggesting that the Ardhang/
Nigar required an explanation from a learned guide, who explained how to
understand what the disciples were observing. This idea is conveyed clearly in
connection with a particular painting (nigar) used in a teaching with a polemi-
cal theme. The passage states that the painting showed a temple with its idols
and its priests. If we were to find such a Manichaean painting, we would have
no idea whether its content is to be understood in a positive or in a negative
sense. In this fortunate instance, the record of the accompanying sermon pro-
vides the needed qualification, namely that what is shown represents a false
religious practice rooted in a deceptive spiritual illusion. In the words of the
elect, whose sermon is recorded here: “... however, inside ‘The Dwelling of the
Gods, there are no gods! The deceived do not realize that, because their spirits
have been made intoxicated. But you...” (M 219). This Iranian data accords
with earlier Coptic evidence that allows us to learn how the teaching of the
Salvation theme with the aid of the Hikon required an erudite understanding
of Manichaean doctrine in order to perfect the disciples’ comprehension. This
point is documented in the records of a sermon given by Mani himself with the
aid of his didactic art (Kephalaion 92).
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The Manichaean Church was a highly literate institution. Even its didactic
art was used in close connection with the core doctrinal literature (i.e., Mani’s
books) and other texts. From among the Iranian textual sources, four provide
strong evidence in support of this claim. We have already noted the tradition of
pairing Mani’s Ardhang/Nigar with his books (M 2) and specifically the Gospel
(M 5596) or the Book of Giants (M 5815). One possible explanation for this is
that the books provide a doctrinal resource that can be consulted in order to
refresh one’s understanding of the teaching before giving an oral sermon sup-
plemented with the depictions. Other Manichaean literature was generated
specifically to aid the efficient use of pictorial art as a visual tool for explain-
ing important themes of Mani’s teachings. A good example of such a text is
the Ardhang Wifras. This text is a unique textual resource; much of it is not
even particularly religious. It is designed to help the elect preparing to pres-
ent a teaching with images, by providing a list of parables and similes from
local Iranian and popular folklore that the audience can relate to with ease
and that the elect can call upon when needed. An elect preparing to give a ser-
mon with images may also benefit from reading transcripts of such sermons,
the texts of which became part of Manichaean literature starting already from
the early era of Manichaean history. Besides the Parthian (M 4570) and the
Middle Persian (M 219) sermon texts surveyed above, a Coptic text (Kephalaion
92) belongs to this literary genre. Although the Kephalaia was written with the
primary goal to preserve Mani’s sermons, its 92nd chapter seems to fulfill a
secondary function related to the practicalities of using didactic art. We may
assume that teaching religion with images required the skill of an orator, who
could deliver a good sermon, combined with an additional skill that enabled
the elect to reference paintings displayed in front of the audience in an equally
skillful manner. Texts that document examples of such sermons were most cer-
tainly a valuable didactic resource.

As is to be expected from a missionary religion with a collection of didactic
paintings in its arsenal, multiple copies of the Ardhang/Nigar are attested to
in the early history of the Manichaean missions. This is noted in two Iranian
primary sources (M 2, M 5815). The missions under discussion were aimed at
the northwestern territories of Iran. They involved the towns of Holvan, Merv,
Zamb, and the provinces of Abarshar and Khorasan. It is most interesting to
learn that multiple copies of this pictorial collection were already in circula-
tion during the time of Mani (240—-274/277 CE). Mani sent the Nigar with Mar
Ammo from Holvan to Abarshar (M 2). This Nigar was unlikely the only copy. We
can assume that the original, or at least the one that Mani had at the time,
was not the Nigar that Mar Ammo took with him. From the time of Sisin
(274/277—291 CE), multiple copies are also confirmed. Arriving in Merv,
Sisin could send an Ardhang with Zurvandad to Zamb, since he was able to
arrange for a new copy to be made in Merv (M 5815). The copies were care-
fully accounted for. Both passages give this impression, since they note who
had a copy with him and on what mission. In one case, we are informed that
“another Ardhang” was produced when needed together with Mani’s Book of
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Giants (M 5815). Although, the word “copy” is not in the vocabulary of these
texts, most likely what Sisin was making was indeed a newly produced manu-
script of Mani’s Book of Giants. Based on this logic, we can only assume that
this was the case with the pictorial volume as well. Its reproduction was based
most likely on the Ardhang that Sisin had—the one that was sent to him from
the prison in Beth Lapat after Mani’s death (M 5569).

A symbolicrole that the Ardhang/Nigar played in the material culture of this
religion is also evident in the data collected on function. The routine associa-
tion of this art with the highest-ranking members of the Manichaean Church
seems to indicate that its mere presence was an emblem of spiritual author-
ity. Two Iranian texts give this impression (M 5569, M 5815). They connect the
Ardhang/Nigar with the two uppermost positions known in the hierarchy of
the Manichaean elect, including the head of the Church, i.e., “the Manichaean
Pope” (Lt. primate, central authority, successor to Mani) and the 12 “Teachers”
(Parth. mozak, Lt. maior).” 1t is clear that Mani carried an Ardhang as one
of two teaching tools. After Mani’s death, his Ardhang was inherited by his
successor, Sisin (M 5569). Further copies are noted in the care of senior mem-
bers of the Manichaean community, such as Mar Ammo (M 2) and Zurvandad
(M 5815). Although neither of their ranks is identified, the texts mentioning
them indicate that these two elect were trusted with important leadership
tasks by the head of the Church, and thus are best associated with the posi-
tion of a Teacher. Nevertheless, a systematic distribution of the Ardhang/Nigar
among “the 12” is not documented. Another example of the symbolic role that
the Ardhang/Nigar played in early Manichaeism concerns the transmission
of authority from a dead leader to his successor. The Parthian text on Mani’s
death suggests this, since in it, the Ardhang is used in an emblematic manner.
Handing Mani’s pictorial volume over (along with other items) to Sisin symbol-
ized the transmission of spiritual authority from Mani to him (M 5569).

This association of the Ardhang/Nigar with high-rank and spiritual author-
ity is in harmony with the well-to-do setting of the early missions noted in
several additional sources. Such literature takes us to royal courts and princi-
palities across third-century West Asia, including that of Palmyra, Armenia,
and the Parthian princely homeland of prince Ardaban, where Mani sends
Mar Ammo (M 2).80 Later, starting from 755/762 CE, the Manichaean elects
are noted at the court of the Uygur kaghans held at Karabalgasun, located on
the south Siberian Steppe (Gardizi). Mani is known to have visited numerous
times the Sasanid court of Shapur I Befitting this privileged environment,
the highly educated Mani relied on elite tools to communicate and safeguard

79  The Manichaean authority structure included the following ranks: the primate
(“pope,” central authority, successor to Mani), the 12 maiores (“teachers”), the 72 episcopi
(“bishops”) and the 360 presbyteri (“presbyters”); see Tardieu 2008, 56—59.

80  Boyce notes that prince Ardaban belonged to the house of the Arsacids (Parthians),
and thus was a kinsman of Mani's (Boyce 1975, 40; this was also cited in Klimkeit 1993, 217
note 20).
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the authenticity of his teachings: books and a collection of paintings. Pictorial
art was a sophisticated and expensive instrument within the intellectual tool-
box of the Manichaean Church. In the material culture of late ancient West
Asia, however, Mani’s long books (made of parchment in either scroll or codex
formats) were just as precious as his portable collection of didactic pictures
painted on a parchment roll. Indeed, it is hard to find an early text, where the
Ardhang/Nigar is not mentioned together with a book (or the books). Not only
is it not distinguished from the books by being discussed separately, but also
it is systematically listed after the books, which gives the impression that this
pictorial roll was second to the books—an important, albeit a supplementary
tool for the early Manichaean missions.

Mani’s Ardhang/Nigar may have functioned also as a relic that connected
the community to its dead founder. While the beginning of a Manichaean relic
cultin West Asia is only alluded to in the Parthian text that discusses what hap-
pened to the Ardhang after Mani’s death (M 5569), later traces of it (in some
sense its end) are definitely noted in Arabic secondary sources. As we have
seen, the Parthian passage mentions the Ardhang among the four items that
were collected and taken to Sisin from the prison at Béth Lapat. These were
“the Gospel, the Ardhang, the garment, and the hand-press,” the later of which
may refer to an object, such as a walking stick (as Sundermann hypothesized)
or possibly a seal (as proposed above); or it also could have meant a physical
remain in the form of Mani’s severed right hand, as Boyce suggested. If Boyce’s
hypothesis correct, these four item are listed in the passage in order of their
increasing physical closeness to Mani: the teaching tools that he handled, the
cloth that covered his body, and finally an actual part of his body. If either
Sundermann’s or my hypothesis is correct, all four items constitute objects
handled by Mani. In either case, the Ardhang-relic belongs to an important
category of relics (“objects of use”). The existence of this category of relics
is positively confirmed in a mediaeval Arabic source that mentions Mani’s
“galansuwa-relic.” The Arabic term galansuwa connotes ‘a cone-shaped hat.’
This galansiawa was kept by the Manichaean community in Baghdad until the
late eighth or early ninth century as recorded in the Kitab al-ansab written by
Sam’ani (before 1166 CE). Sam'ani discusses an event of Abbasid persecution,
in the course of which a Manichaean book (“the Zand”) and this hat-relic were
both ordered to be burnt by the caliph Hartan al-Rashid (786-809 CE):

People who were his (i.e., Mani’s) followers remained in the areas of
China and among the Turks and regions of Iraq and areas of Kirman until
the time of Hariin al-Rashid. He placed his (i.e., Mani’s) book known as
the Zand on trial and condemned it to be burnt, and he confiscated a
galansuwa-relic that was in the possession of his adherents and ordered
its burning. They were suppressed.8!

81  This event is also discussed by Ibn al-Athir (d. 1233): “Factions of his followers remain in
areas populated by the Turks and China and regions of Iraq and Kirman until the time
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Sam’ani also notes that before burning the hat-relic with the book, the people
accused of being Manichaeans were ordered one-by-one to defile these objects
to disprove the accusation and thus save their lives:

...they were seated before a leather drop-cloth and a sword. They
brought out the book which they had and Mani’s galansiawa (Ar., ‘cone-
shaped cap’) and said to each one: ‘Spit on it!" And if he refused to do so,
he was killed.82

The currently known sources are silent on the fate of the Ardhang-relic
beyond that it was handed over to Sisin (M 5569), who proceeded to make fur-
ther copies of it (M 5815). It is likely that we shall never learn what happened
to it. Mani’s Erzheng in the treasury at Gazna that is reported by Abu’l-Ma’ali
was unlikely the Ardhang-relic still in existence during the late eleventh cen-
tury for two reasons. First, there were numerous copies of the Ardhang/Nigar
in circulation, any one of which was likely to be referenced with an attribution
to its ultimate intellectual author. As we have seen, the Ardhang/Nigar was
already being reproduced under Mani (M 2), and it is possible that later all 12
Teachers (besides the head of the Manichaean Church) had copies of it. If so,
this would mean 13 copies that were actively used at the same time across the
Manichaean world, which still centered on the Iranian cultural region prior
the ninth century. The frequent historical acc ounts of burning Manichaean
books and paintings (i.e., pictures of Mani) are a further reason to think that
the Ardhang-relic was not preserved until the eleventh century. As a porta-
ble, book-like object, this painted volume could have been burnt within the
“piles of books.” It is even conceivable that the very volume, which Mani had
in prison and was taken to Sisin, already perished in 291/2 CcE, when Sisin was
martyred during a renewed wave of persecution. In any case, it is most unlikely
that Mani’s Ardhang-relic would have survived the Abbasid persecution when
West Asia was cleansed of the “zindigs.”

of Hartn al-Rashid. He burnt his book, and there was a hat (galansuwa), with it which
was a relic from Mani that he also put to the flame. He carried out many executions and
stamped out their tradition” (Lulab fi tahdhib al-ansab, Reeves 2010, 23—231).

82 Reeves 2011, 245.
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Primary, Secondary, and Tertiary Records in Uygur
and Chinese Texts (8th—-13th Centuries)

As the first half of Manichaean history concludes by the gradual disappear-
ance of this religion from the western parts of the Asian continent, its second
half begins in the Uygur-controlled regions of East Central Asia and Chinese
East Asia. The role of the Uygur military elite in establishing Manichaeism not
only in East Central Asia, but also in the Chinese territories of East Asia, can-
not be overstated. Due to their support, this foreign religion appears in the
capitals and other major cities garrisoned by Uygur troops during the Tang
dynasty (618-907 CE), surfacing in the historical records as Monijiao (B JE Z{
lit. ‘Religion of Mani’). For a little over 100 years corresponding with the height
of Uygur military might and political influence on the Tang, Manichaeism
enjoyed imperial tolerance and even was allowed to be propagated among
the Chinese inhabitants of the capitals.! Soon after the fall of the Uygur
Steppe Empire (840/1 CE), during the persecutions of all foreign religions in
843-845 CE, Manichaeism disappeared from northern China. Its Chinese con-
verts fled westward—to the territories of the Tien Shan Uygur Kingdom (866-
1209 CE) in the region of Beshbaliq and Kocho, and the Gansu Uygur Kingdom
(848-1036 CE) in the region of Ganzhou, east of Dunhuang; as well as towards
the southern regions of China. There, a fully Sinicized version of Manichaeism,
referred to in Chinese sources as Mingjiao (FZ{ lit. ‘Religion of Light’) soon
emerged and maintained an institutional integrity possibly through the four-
teenth/fifteenth century. Subsequently, Chinese Manichaeism gradually
dissolved into a folk religion that, although it no longer had any elects, still
retained some of its literature and art, and recognized Mani as a deity.?

From this context, one Uygur and five Chinese texts discuss Manichaean
didactic art (Table 3/1). The earliest four passages belong to one Chinese
and one Uygur text, both of which were the products of East Central Asia
Manichaeism. The fifth passage is found in a Chinese secondary account. The
sixth passage derives from a tertiary source—a polemical book that was based
on earlier polemical sources.

1 Lieu1992, 231—239. For studies about the impact of the Uygur Steppe Empire on Tang history,
see Mackerras 1972; and 1990, 317-342.

2 The identity and continuity between the “Religion of Mani” (Monijiao) and the “Religion of
Light” (Mingjiao) is unquestionable through a number of details in the discussion of Mingjiao
and expressed in statements such as “His (Mani’s) religion is called ‘luminous’ (ming, f}),” as
demonstrated by Lin Wushu (2005, 258).

© KONINKLIJKE BRILL NV, LEIDEN, 2015 DOI 10.1163/9789004308947_005
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TABLE 3/1  Primary and secondary textual sources on Manichaean didactic
painting in Uygur and Chinese languages (6 texts)

PRIMARY TEXTS IN CHINESE (3 TEXTS) SECONDARY TEXT IN CHINESE (1 TEXT)

(1) Compendium: Article 2 (731 CE) (1) Wenzhou Memorial (1120 CE)

(2) Compendium: Article 3 (731 CE)

(3) Compendium: Article 5 (731 CE) TERTIARY TEXT IN CHINESE (1 TEXT)
(1) Zhipan (about before 1208 CE)

PRIMARY TEXT IN UYGUR (1 TEXT)

(1) Kad Ogul (after 983 CE)

Survey and Analysis: Articles 2, 3, and 5 of the Compendium
(731 CE), Kéd Ogul (after 983 CE), Wenzhou Memorial (1120 CE),
and Zhipan’s Fozu Tongji (1208 CE)

The six passages are analyzed below in a chronological order. They derive
not only from distinctly different genres, but were also written in communi-
ties that were separated from one another by more than a 1000 miles, 100-500
years, and distinct ethnic and cultural identities. The earliest three Chinese
passages belong to a Manichaean text that was composed as an executive sum-
mary describing the religion as viewed by its leadership at that time. The Uygur
Manichaean passage captures the sorrow of an Uygur elect upon witnessing
the dismantlement and Buddhist re-appropriation of a manistan in Kocho
in (or soon after) 983 CE. The Chinese passage from 1120 CE is a government
inventory on the manistan of Wenzhou run by a prospering, ethnically Chinese
Manichaean community in southern China during a time when Manichaeism
no longer existed in other parts of the Asian continent. The latest passage
known today about Chinese Manichaean didactic art is from a book written by
a Buddhist monk named Zhipan, that goes back to a source from earlier in the
thirteenth century.

1 The Compendium: Article 3 (731 CE)

In its full title, the Compendium of the Doctrines and Styles of the Teaching of
Mani, the Buddha of Light is an abridged Chinese translation of a report on
the characteristics of the Manichaean religion. It is preserved in two parts of a
single paper handscroll that was found in Cave 17 of the Mogao Grottoes, near
the town of Dunhuang (Gansu province, China). The longer and first part of
the scroll is housed in the British Library, London.? The shorter and second

3 Handscroll, ink on paper (26 cm x 150 cm). For a photo of the manuscript, see database of the
International Dunhuang Project: Or.8210/S.3969.
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part of the scroll is kept in the Bibliothéque nationale de France, Paris.* Clearly
compiled from Iranian sources, this document was prepared by a high-ranking
elect probably at the request of the Chinese government, and then translated
into Chinese—or rather, rendered into the elegant literary jargon of religious
Chinese—on July 16, 731 CE.5 The text consists of a colophon (with the date
and place of completion) and six articles. The first article is on Mani’s biogra-
phy. The second is on Mani’s bodily signs (i.e., those appearing in his represen-
tations). The third is on the components of the Manichaean canon. The fourth
is on the hierarchy of the Church.® The fifth is about the manistan, including its
layout and special officers. The sixth, which is the last surviving and fragmen-
tary article that breaks off, concerns the rules of entering the religion.”

The third article is a relatively short section that lists the “canon of scrip-
tures and the picture.” It gives the titles that are rendered phonetically from
a foreign language and adds a brief explanation of the content of each work
from among the total of eight, including seven volumes of “scriptures” and one
“picture” volume. The term “picture” (Ch. ti, ) is mentioned five times. The
transcribed title of the pictorial volume, “Great Ménhéyi,” is mentioned once.
The passage reads:

Third Article: On the style of the canon of scriptures and the picture/
drawing (ti, [&]).

Allin all there are seven parts, together with a picture/drawing (¢, [ ):

The first: Da Yinglun (KW lit. Great Yinglun [EHf [= Great
Gospel]) interpreted as ‘book of wisdom that thoroughly
understands the roots and origins of the entire
doctrines’;

The second:  Xintihe (42 ), interpreted as ‘the sacred book of the
treasure of the pure life’;

The third: Niwan (& ), interpreted as ‘the sacred book of disci-
pline, also called “the sacred book of healing’;

The fourth: Aluozan ([ #E3%), interpreted as ‘the sacred book of

secret law’

The fifth: Bojiamodiye (HKIMEE 1), interpreted as ‘book of
instruction which testifies the past’;

The sixth: Juhuan ({R%%), interpreted as ‘book of strong heroes’;

4 Handscroll, ink on paper (26 cm x 52 cm). For a photo of the manuscript, see Chavannes and
Pelliot 1913, Plate 1. The database of the International Dunhuang Project: Pelliot no. 3884.

5 Haloun and Henning 195253, 188 and note 3. To better understand how such a nuanced
Chinese religious prose could have been produced prior to the existence of an ethnically
Chinese Manichaean community, one may turn to studies about the teamwork and sponsor-
ship associated with translating Buddhist texts into the Chinese language that was estab-
lished by the seventh century (see Jong 1996 reprint, 54—57; and Nattier 1990, 207-8).

6 Haloun and Henning 1952-53, 188-196.

7 Chavannes and Pelliot 1913, 105-166.
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The seventh:  Afiyin (SiT4#JfL), interpreted as ‘book of praises and
wishes (vows)’
One picture/drawing (¢, [&): Da Ménhéyi (X ['T1r7 # lit. Great Ménhéyi
[= Great Picture]) interpreted as ‘the picture/
drawing (¢, [#) of the two great principles.

The seven great scriptures and the (one) picture/drawing (¢, &) men-
tioned above, Mani the Buddha of the Light, [...], on the day of the estab-
lishment of the law, transmitted (them) to the five grades (of believers).
As to the authorized teachings (dharma) stated during the remainder of
(His) 60 years, the disciples noted them down according to opportunity.
Those (we) do not enumerate.®

This passage is avaluable primary source on the introduction of the Manichaean
canon to China in 731 CE, including Mani’s collection of didactic paintings. It
reiterates some basic information about the designation, dates, origin, appear-
ance, content, and function of the canonical images.

The vocabulary of the Compendium’s third article employs two designa-
tions for the pictorial volume of the Manichaean canon. On the one hand, it
uses the common noun, # ([#) that connotes ‘picture’ or ‘drawing’ in mediae-
val Chinese, as a general reference.® On the other hand, the passage uses the
phrase Da Ménhéyi (K FIai 3, lit. ‘Great Ménhéyr’) that constitutes an unde-
ciphered Chinese transcription, which was intended to capture phonetically
the foreign title of this supplementary pictorial volume. Although the original
term Ménhéyi has not been decoded, its context of use confirms its connota-
tion as the title of Mani’s painted work, the Book of Pictures, familiar from early
Manichaean literature.l The Chinese adjective da (_X) ‘great, occurs only one
other time in this passage. It marks the title of the first book on the list, Mani’s
Gospel, the Great Ying-lun. The use of this adjective reflects the pairing of the
Gospel with the Book of Pictures as also seen in early Manichaean literature to
highlight the textual and pictorial duality of Mani’s teaching methods.

The dates and origin of this Great Ménhéyi are noted indirectly by mention-
ing that “Mani the Buddha of Light... transmitted (the seven great scriptures
and the one iz mentioned above) to the five grades (of believers).” The passage
also notes other “authorized teachings (dharma) stated during the remainder
of (Mani’s) 60 years,” not listed." Just as the scriptures are understood to be
later copies (and translations) of Mani’s books, so, too, does the reference to

Compendium: Article 3 (Haloun and Henning 195253, 194-195).
Forte (1973, 240—241) points out that the word, ¢ [&| ‘picture/drawing, is used to refer
Tijing [/ 2% ‘Picture-Book in the text of the Wenzhou Memorial. See discussion below.

10 Specifically as the “Great Hikon” is noted in Kephalaion 92 and Homilies 2;. See survey of
Coptic texts, above.

11 Haloun and Henning point out that the last sentences of the Article 3 seem suggest that
scriptures and the “drawing” were “like the Koran, pre-existent: Mani was possessed of
them when he descended into the world” (1952—53, 208—209).

115



116

CHAPTER 3

the Ménhéyi seem to connote an eighth-century copy of Mani’s canonical vol-
ume of pictures that was introduced to China and kept in a Manichaean center
in the capital city along with the rest of the canon. Therefore, while Mani’s
dates concern the origin of the Ménhéyi during Mani’s ministry (240-274/277
CE), the Compendium’s date informs about the existence of the Ménhéyi in a
Tang Chinese Manichaean community following the year 731 CE.

Regarding the appearance of the Ménhéyi, the use of the noun ¢z and its expla-
nation indicates a solely pictorial work consisting of picture(s)/drawing(s).
Furthermore, an undefined portable medium, possibly a single pictorial roll
(i.e., a horizontal handscroll), featuring multiple scenes, is implied here, since
the Ménhéyi was listed along with the canonical scriptures that were in scroll
(i.e., horizontal handscroll) format in China.

The Compendiun’s third article also preserves some data on the content and
function of the pictorial volume of the Manichaean canon. To aid the intended
non-Manichaean audience with the foreign vocabulary and/or concepts of
the titles, the author of the Compendium volunteers an explanation for each
in accordance with his informative purpose. Thus, he makes it clear that the
Ménhéyi was a doctrinal work, since it was “the drawing of the two great prin-
ciples.” Understandably, individual themes are not discussed for the scriptures,
nor for the ¢ in this basic list. Nevertheless, the fact that the Ménhéyi and
scriptures are listed together implies the doctrinal content and subsequently
instructional use for both.

2 The Compendium: Article 5 (731 CE)

The fifth article of the Compendium also preserves some data on Manichaean
didactic art. Although relatively short, this section lists the rooms of a mani-
stan, specifying the function of each room, including its library that held the
“scriptures and the picture.” The five halls found in a Manichaean temple are:

Fifth Article: Rules concerning the buildings of the manistan:

(1: Library) one hall of holy books (...) and pictures (¢ [i&])
(2: Meditation Hall) ~ one hall of fasting and explication

(3: Ritual Hall) one hall of adoration and confession

(4: Lecture Hall) one hall of instruction

(5: Infirmary) one hall for sick elects!?

This passage states that pictorial art was stored along with the books in the
Library Hall of the manistan. Pairing these “picture(s)” with the “holy books”
in this text seems to indicate that the volume of the canonical images was
meant here.

As is customary in a variety of other languages, the designation “picture(s)
(t, &) conveys unambiguously the pictorial nature of the art. Mentioning
the pictures with the books implies the portable format of the pictures that

12 Haloun and Henning 1952-53, 195.
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allowed for storing them in the library and bringing them to another part of the
manistan, such as the lecture hall, as needed. The same statement also implies
the doctrinal content of the pictures. Along the same line of argument, keeping
the “picture” in the library of the manistan, as opposed to its ritual hall, seems
to imply a didactic use. Finally, the single date provided in the colophon of
the Compendium anchors the implications of this highly authoritative primary
source to the third decade of the eighth century in East Central Asia, where the
text was composed in an Iranian language, and northern China, where it was
submitted for approval to the Tang authorities in Chinese language.

3 The Compendium: Article 2 (731 CE)

The second article of the Compendium deals with Mani and reads as a tran-
script of an oral sermon presented by a learned elect that was supplemented
with a pictorial illustration (Parth. ardhang wifras). The didactic impulse of
this anonymous teacher to explain Manichaean doctrine while alluding to an
image and discussing its iconography is apparent in how he decodes the sym-
bolic connotation of each component: the halo, the body, the robe, the throne,
and possibly a hand gesture. The passage reads:

The nimbus of Mani, the Buddha of Light, being twelve-fold is the excel-
lent sign of the King of Light. (His) body fully displaying the Great Light
has the esoteric meaning of the Limitless. (His) wonderful appearance
is outstanding, without equal among men and gods. (His) being clad in
white robe symbolizes the four pure dharmakdyas. His occupying the
white throne depicts the five vajra lands. The union and separation of
the two realms and the purport and trend of the before and the after are
apparent in true bearing and can be perceived if (one) looks at Him. All
the spiritual signs He possesses in (their) hundred- and thousand-fold
excellency and subtleness, are, indeed, difficult to set forth fully.!3

This passage displays the characteristics of a sermon about Mani guided by a
representation of him. While the pictorial medium of this representation is not
discussed, its subject matter and iconography are clearly defined. Images of
Mani (and Jesus) were the focus of devotional practice among the Manichaeans
as suggested by the large numbers of hymns written to them in Iranian, Uygur,
and Chinese languages. The instructional use of such images can be deduced
from the systematic explanation of each iconographic element employed in
this passage about Mani. Thus, the Compendium documents the practice of
giving illustrated sermons with such images during the early eighth century in
East Central Asia (where the text was composed in an Iranian language) and
subsequently, most likely also in northern China (where it was submitted for
approval to the Tang authorities in Chinese language in 731 CE).

13 Compendium: Article 2, emphasis added (Haloun and Henning 1952—53, 194).
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The interpretation of this passage as a text of a pictorial sermon is evident
in two ways. First, the author states that the points he makes about Mani
“are apparent in true bearing and can be perceived if (one) looks at Him”
Since Mani is clearly not present in the flesh, this reference must mean a
representation, most likely a painting, since statues are unknown at this
stage of Manichaean history. Second, the author contrasts the effectiveness
of the verbal in favor of the visual, when it comes to communicating Mani’s
“hundred- and thousand-fold excellency and subtleness,” which “can be per-
ceived if (one) looks at Him,” but remains “difficult to set forth fully” In addi-
tion to Mani, the doctrine of Dualism (i.e., “the union and separation of the
two realms”) is emphasized. By the process of elimination, this was most likely
reflected in the hand gesture, since communicative mudras are essential com-
ponents in images of Manichaean deities along with halos, robes, and thrones;
and this is the only element of the iconography that is not named in an other-
wise systematic coverage (see Table 6/9).14

4 The Kid Ogul Momoire (after 983 CE)
Kédd Ogul was an Uygur elect who lived in Kocho during the second half of the
tenth century. His name survives in a memoir he wrote lamenting the royal
confiscation and Buddhist re-appropriation of the cult statue from the “sacred
and great manistan” of Kocho. Kdd Ogul identifies himself as a person from
the Argu country of the Talas river valley (today in northwest Kyrgyzstan and
southeast Kazakhstan), who moved to Kocho as a youngster with five elects.
Subsequently, he, too, became an elect.’> Written on the back of a Sogdian
letter scroll, Kdd Ogul's memoir survives today in four fragments (M 162a,
M 336a, M 336b, and the matched large fragment-group M146+Mn12+M336¢) in
the collection of the BBAW.16 The original length of his text is unknown, but it
must have fit onto one letter scroll. It is written in the Uygur language and in
the Uygur script, lettered with a clear yet unpracticed calligraphy most likely
by Kédd Ogul’s own hand. His prose has a personal tone and an explicitly stated
goal: “I, K&d Ogul of Argu, unable to bear suffering of the kind noone can bear
too much of, and thinking that I should write in regard to the statue of the
manistan, so that young people shall understand later (what happened), have
ventured to write briefly (about it) in this memoir”

Enhancing its significance, Kdd Ogul’s memoir contains three dates. The first
date, 885/6 CE, arguably concerns the “sacred and great manistan” of Kocho.

14  In the passage quoted above, Dualism is not associated with the figure’s halo, robe, or
throne. By the process of elimination, what remains is the hand gesture (Guldcsi 2009,
241-243).

15  Clark (2016, forthcoming) notes that during the ninth century, there was a strong Turkic-
speaking Manichaean community in the Argu country of the Talas region. For his edition
of the “Argu colophon to Mani’s Evengelion,” see 2016, forthcoming.

16  Henning 1936, 17, note 4; and Sundermann 1984, Sogdian texts lines 1-13. The best-
preserved part of this paper scroll (M146+Mi12+M336c¢) is lost today, but can be accessed
through a pair of color photos in the BBAW (Clark 2016, forthcoming).
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The fragmentary nature of this part of the text leaves only a few words to indi-
cate that this date may regard a renovation or a refurnishing, which would fit
the attested strong support of Manichaeism by the Uygur court at this time.!”
The second date, 954/5 CE, is the year when Kidd Ogul came to Kocho, became
an elect, and helped to build a “stone manistan,” which stood for 30 years until a
Buddhist monastery (Skt.vihara) was erected inits place. Thelast date, 983/4 CE,
is the year when the incident that motivated Kdd Ogul to write his memoir
took place—the statue of the great manistan of Kocho was taken for reuse in
a newly built vihara under the order of Arslan Bilgd Tanri Ellig the Fourth, the
so-called “Lancer Khagan.” Thus, 983/4 CE is the earliest possible date of this
memoir.!8 Overall, Kdd Ogul’s testimony vividly commemorates a time when
Buddhism claimed the favor of the Uygur elite in place of Manichaeism.!®
Two sections of this memoir are relevant for the study of Manichaean art.20
The first section (M 336a verso and M 336b verso) is highly fragmentary, but
preserves a list with a minimum of seven images, which all appear to be paint-
ings. It also mentions the east and west sides of a place, which was most likely
a hall within a manistan where these paintings were located. The second sec-
tion (M 146+M112+M336¢ verso) survives intact. It discusses two manistans:
(1) a smaller stone manistan of Kocho, which Kiad Ogul helped build and wit-
nessed being demolished and replaced with a vihara; and (2) the great mani-
stan of Kocho (also referred to by a foreign term “gwndwy kyrw ¢’ky,” yet to be
deciphered), which Kéd Ogul witnessed being gutted, but left functioning in

17  Clark notes that ‘254’ is a date, found in line 6 of the damaged first part of the larger frag-
ment (M 146+Mu2+M336c verso), that corresponds to the year 885/6 in the Yazdigird era
(2016, forthcoming). Since the legible words just prior to this date contain a vocabulary
related to decoration, building, and remodeling (words such as “decorated,” “famous,”
“artisans,” “in Kocho,” and “had caused the. ... granary to be built”), it is possible that 885/6
CE concerns a remodeling or enlargement of the gwndwv kyrw ¢’ky manistan of Kocho,
which Kéd Ogul also calls “sacred and great.”

18  Moriyasu 2003a, 86-88. The 983 CE date is further supported the Song envoy, Wang Yande,
who visited Kocho in 982/3 CE and noted fifty Buddhist temples and only one manistan
(Hamilton 1986, vol. 1, xvii). Dating the destruction of this manistan close to the year
1008 CE was also considered by Moriyasu based on the presence of this date in a founda-
tion stake of a newly built Buddhist monastery at Kocho, which would place the destruc-
tion of Kdd Ogul’'s manistan sometime within a 25-year period, between 983 and 1008,
most likely closer to 1008 CE (2001, 166).

19  Based on this text, Moriyasu concluded that Manichaeism faced increasing Buddhist
competition in Kocho from the g970s CE (2003a, 89—90).

20  The most recent edition of this text produced for the Corpus Fontium Manichaeorum
by Clark (2016, forthcoming) contains an overview of all previous scholarship, including
the first study of the text by Geng Shimin with Klimkeit and Laut (1991, 7-11, plate X1)
and Moriyasu (1991, 148-149, plate Xxx1V), as well as the first critical edition by Moriyasu
(2004, 174-183).
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983 CE. In addition, the second section notes a statue that was the cult image
housed in the main chamber of the great manistan.?! The two sections read:

21

22

M 336a verso lines 4-10:

[1] ... [the picture of ] Mani, the Buddha (tenri Mani burxan) ..

[2]...the picture of the King (ellig kirki) . .

[3]...[the picture of] the God (tepri)...in the place on the West side.. ..

[4] ... [the picture of] the Buddha, who worships in the robe of ..

[5]...[the picture of] the Gods, who are in the Land of God (teyri

yerintdki teyrildr)

[6] ... [the picture of] the Primal Man (xormuszta teyri) ...

[7]...[the picture of] [Jesus the] Messiah Buddha, born (masiha burxan
tug) ... by the strength of...the God...[and]...by the strength
of...the God...a place in an Eastern direction.?2

M 146+M112+M336¢ verso lines 07—22:

Later on, (our?) existence changed, and the five of us, headed by Tas
Xostir and Kéad Ogul Xostir, ... with (our) minds having an extremely
strong and firm belief in the [pure] doctrine, (and) thinking that (our
work) may increase the good of the realm(?), came (here) [from] Yegén-
ként of the Talas royal Argu (country) with the jewel-root in the kap Tiger
year in the reign of El Bilgé Tanri Ellig the Fourth (i.e. in 954), and became
Elects.

And I, the youngest (among us), the novice, Butane-yan Kiad Ogul,
(worked on) building this sacred stone Manistan (even) while I was con-
stantly ill, right up until the last little bit of my meager strength was
exhausted. In the year of the Sheep and of the element kuu, under the
planet Saturn (i.e. in 983), by command of the ‘Lancer’ Khagan, Arslan
Bilgd Tanri Ellig the Fourth, my Divine One, the Queen Princess, had the
vihara with three wheels that was built in the eastern part of the old inner
city moved.

In the time of the Teacher, Astud Frazend, they tore down the (stone)
Manistan and set up the vihara (in its place). O, alas! They also pulled
down and took the internal facings(?), and the decorations of the gwndwv
kyrw ¢’ky Manistan, and they carried them away to erect the vihara, and
they took the red brocade canopy (¢dpii loxtu) and lacquered (sirlag) and
painted (bddiz) statue ( yan) (that were) within the great chamber of this
sacred and great Manistan and had the vikara furnished (with them).

Clark (2016, forthcoming) suggests that two manistans are discussed in this text: (1) a
“stone manistan,” which Kédd Ogul helped to build in Kocho starting from 956 and that
stood for close to 30 years until a vihara was erected in its place in 983 CE; and (2) the
“sacred and great manistan” of Kocho, which was possibly enlarged and redecorated in
885/6 CE and gutted in 983 CE, but not destroyed at that time.

Clark 2016, forthcoming. The numbers before the seven titles are mine.
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I, Kdd Ogul of Argu, unable to bear suffering of the kind noone can bear
too much of, and thinking that I should write in regard to the statue of the
Manistan, so that young people shall understand later (what happened),
have ventured to write briefly (about it) in this memoir. My Divine One!?3

The above passages of Kdd Ogul’s memoir are the only currently known dis-
cussions of Manichaean art in the Uygur language. They provide information
about two artistic mediums in connection with the great manistan of Kocho.
They discuss a seven paintings and a statue of Mani concerning a ca. 100-year
period between 885/6 CE and 983/4 CE.

Kéd Ogul uses two Uygur common nouns for works of art: kork and yan.
(1) Kork connotes ‘something visible, something worth seeing, such as an
image, painting, illustration, or portrait.?4 It survives only once within the
damaged first part of the text (M 336a verso line 5) in the second phrase: “the
portrait of the King (of) .. .” (Uyg. ellig korki . ..), most likely the King of Honor
or King of Glory. Its survival in the context of this list implies that other kork-s
depicting the gods of the Manichaean pantheon were listed here. It is unclear
whether these images were painted onto the walls of the manistan as murals
or displayed on those walls as painted or embroidered hanging scrolls, since all
these three mediums are attested in the archeological records of Manichaean
Kocho. Their display in a manistan implies the relative large scale of these
paintings.?% (2) Yan is a rare Uygur term connoting ‘a pattern, or a model, and
in this context, ‘a statue.26 Kdd Ogul describes this yan lacquered (Uyg. sirlag)
and painted (Uyg. bddiz), kept in the main hall of the building, and supple-
mented with a “red brocade canopy,” a topii loxtu. Based on Kasgari’s Uygur
dictionary from 1072—74 CE, loxtu can be translated as ‘a red Chinese brocade
with small gold coins attached, which in this case was tdpii, that is, atop (or
literally ‘on the head of’) the statue.?” These characteristics fit the appearance
of a cult image, such as a sculptural icon of Mani, the subject of which would
have required no clarification in a Manichaean context.

The portrayal of Mani is attested in two ways in Kdd Ogul's memoire. The
first reference seems to relate to 885 CE as the first item on the list of kdrks
and therefore may be imply a painted icon of Mani. The second reference
about the year 983 CE concerns the cult image—the “lacquered and painted

23 Clark 2016, forthcoming.

24  Clauson 1972, 741. Clark (2016, forthcoming) translates kérk as a painted image in light of
the inscriptions preserved on a Manichaean mortuary banner from Kocho (MIKk 111 6286
side 1[?], see Fig. 5/24a) and on murals preserved on a Buddhist temple wall that show
Uygur nobility identified with Manichaean names at Besbalik (Umemura 1996, 361-378).

25  Kéd Ogul does not lament the confiscation of these paintings, which may imply simply
that their iconography was too specifically Manichaean for reuse in a Buddhist context,
rather then that they were wall paintings and thus not portable.

26  Yan “designates a ‘statue’ in the sense that a statue in fact is a model of a person” (Clark
2016, forthcoming).

27 Clark 2016, forthcoming.
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statue within the great chamber of this sacred and great Manistan,” which is
best interpreted as a statue of Mani. If so, this text would be the only source
that documents one subject (the icon of Mani) in two mediums (sculpture and
painting).

Six additional subjects are mentioned in connection with paintings. (1) One
of the paintings seems to have focused on cosmology, since it showed the Twelve
Aeons surrounding the Father of Greatness. This meaning can be deduced
from the phrase “Gods in the land of God” (Uyg. teyri yerintdki teyrildir), based
on the unmistakable reference to the Aeons (“Gods”) that surround the Father
of Greatness (“God”), who dwells in the kingdom of Light (“land of God”). In
Coptic sources, the Aeons are often equated with the “gods of the Kingdom
of Light.”?8 Their depiction would provide a visual summary of Manichaean
teaching about “the land of God,” that is, the Realm of Light and the deities
who reside there. (2) Another painting seems to have been prophetological,
since it concerned the Life of Jesus: “[Jesus the] Messiah Buddha, born... by
the strength of...the God...[and]...by the strength of...the God” These
words indicate a narrative image that included scenes from Jesus’ life, such as
his birth and other events, which is lost today from the fragmented prose. The
feasibility of this interpretation is supported by an Uygur Manichaean depic-
tion of Jesus'’ life (see Fig. 5/42) and numerous Manichaean texts about Jesus’
life discovered at Kocho. (3-6) Further four paintings had theological sub-
jects. These showed the Primal Man (Uyg. xormuszta tenri), the King of Honor/
Heaven or Glory (Uyg. ellig korki tepri. . .), an unidentified deity, who is referred
to here as “the Buddha, who worships in the robe of .. .;” and another unidenti-
fied deity, from whose name only “... the God” survives.2?

Evidence for the function of Manichaean art is limited in Kdd Ogul’s mem-
oir. The surviving sections of its prose confirm only that the artistic repertoire
of the great manistan of Kocho included painted images as well as a statue.
Although not explicitly stated, it is possible that the paintings were arranged
in regard to the East and West cardinal directions in order to furnish a ritual
space: some “in the place on the west side,” while others “toward the east.”3°
The prestigious statue (the confiscation and Buddhist rededication of which
outrages Kidd Ogul), is clearly discussed as the cult image of the great manistan
of Kocho, but not how it was used.

K&d Ogul is conscious of time and the three dates he provides can be related
to the art he discusses. Accordingly, from his prose it can be deduce thatin 885/6
CE, there was a minimum of seven paintings in the great manistan of Kocho.
This year is also connected to the Icon of Mani in an undetermined medium

28  Van Lindt 1992, 30.

29  For other Uygur list of Manichaean gods, see e.g., Clark 2013, 221.

30  There are six references to East and West in Kdd Ogul’'s memoir (Clark 2016, 311): “... in
a place eastern direction from...” (M 336a verso line 15), ... west side”... “east and west
sides” (M 336b verso lines 1-6), and “[western| direction and eastern direction”... “east-
ern”... .. and starting from here” (M 146+M112+M336¢ verso lines 1—4).
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(most likely sculpture). In addition, the existence of a “stone manistan” is noted
for about 30 years, between 954/5 and 983/4 CE. He also states that “the year
of the sheep...under... Lancer Khagan, Arslan Bilgd Ténri Ellig the Fourth,”
that is, 983/4 CE was the year when the wife of khagan, the “Divine One, the
Queen Princess” began to sponsor Buddhist projects, including the moving of
the “vihara with three wheels that was built in the eastern part of the city”
At this time, when the Manichaean community in Kocho was headed by the
Teacher (Mozak) Astid Frazend, the great manistan of Kocho was gutted and
a “vihara furnished” with its “internal facings(?) and decorations,” including
“the red brocade canopy and the lacquered and painted statue.” This manistan,
however, was neither rededicated as a vihara, nor yet destroyed in 983/4 CE.

5 Wenzhou Memorial (1120 CE)

The Sung hui-yao is a collection of Chinese historical documents from the time
of the Song dynasty that preserves a passage dated to November 26, 1120 CE,
about a Manichaean community in the southern Chinese port city of Wenzhou
(Zhejiang province). This passage has become known in Manichaean studies
as the Wenzhou Memorial. It was written as part of an official report about
the local “followers of the Religion of Light (Mingjiao, Eﬂ%{),” whose activi-
ties were always suspect to government authorities, especially during times of
political turmoil.3!

The Wenzhou Memorial holds a unique set of data about Manichaean pic-
torial art from this part of the world, since it provides an inventory of sacred
books and images. The portion of the text relevant to this inquiry names 19
titles, out of which seven are those of paintings, including item five from the
list of the scriptures and items 14-19 from the list of the silk paintings. The pas-
sage reads:

The scriptures ( jingwen 8 3C) recited (suo nian FT %) by the followers of
the Religion of Light (Mingjiao B %) and the images of deities ( foxiang
#18) painted (huihua %8 %) by them:

[1] The Book of Exhortation to Mediation (Qisi jing 7z JE4%),

[2] The Book of Verification (Zhengming jing & PHAL),

[3] The Book of Descent and the Birth of the Crown Prince (Taizi xiash-
eng jing KT FEL),

[4] The Book of the Father and the Mother (Fumu jing X ),
[5] The Picture Book (or Book of Pictures, Tujing [E£5),

[6] The Book on the Essay of Causes (?) (Wenyuan jing L#545),

[7] The Gatha of the Seven Moments (or Prayers) (Qishi ji LR {&),
[8] The Gatha of the Sun (Riguang ji F Jt18),

[9] The Gatha of the Moon (Yueguang ji H Jt:1&),

[10] The Essay of the (King of) (?) Justice (Pingwen *1-3(),

[11] The Hymn of Exhorting (Virtuous) (?) Men (Cehan zan %),

31 Lieu 1992, 265.
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[12] The Hymn of Exhorting the Verification (Ce zhengming zan 75

W),
[13] The Grand Confessional (Guangda chan J& K1),

[14] A silk painting of the deity/buddha Wonderful Water (Miaoshui fo
zheng WK H1E),

[15] A silk painting of the deity/buddha First Thought (Xianyi fo zheng
Se B,

[16] A silk painting of the deity/buddha Jesus (Yishu fo zheng 53 EUH0H),
[17] A silk painting of Good and Evil (Shan’e zheng & 5E1H),

[18] A silk painting of the Royal Prince (Taizi zheng X T-15),

[19] A silk painting of the Four Kings of Heaven (Sitianwang zheng

VUK F 1) 32

The above passage provides critical evidence about the designation, appear-
ance, content, function, and date of Manichaean didactic art from early
twelfth-century southern China. It proves the existence of Mani’s canonical
collection of pictures in southern China by using the title Tijing (&%) that
translates as “Picture Book” or “Book of Pictures.” In addition, this passage con-
firms the existence of a pictorial medium called zkeng (5) that allowed for
displaying paintings on silk hanging scrolls. It lists six examples, at least one
of which is confirmed to have had a didactic theme that derived from Mani’s
canonical collection of images, and thus fulfilled an instructional function.
The Wenzhou Memorial employs two terms that are informative about des-
ignation and appearance of Manichaean didactic painting. The first is the
noun ¢ ([#]) ‘picture/drawing’ that references what is called here the Book of
Pictures or Picture Book—Tijing ([#|%%).” This designation is used as a title. Its
first character, “t7,” unmistakably connotes images. In this passage, all scrip-
tures include a reference to their genre, adding the noun jing (4¢) ‘book’ to the
first five titles on the list. Being listed as one of the thirteen scriptures already
implies that the book format is that of a handscroll made of paper, which most
likely was a pictorial roll in the case of the Tijing. The second term used for
art in this passage is the noun zhen (or zheng 51), which connotes a painting
on a soft fabric surface, most often silk, that could be rolled up or folded when
not hung for display.3® Just as the one jing, the six zhen are further defined
by their titles that reflect their subject matter, considered in connection with
their content below. By mentioning the six themes depicted on silk hanging

32 Song huiyao jigao, complied by Xu Song (1781-1844) et al (Shanghai: 1936), fasc. 165,
xingfa 2.78a-79b. This text was published in French by Forte (1973, 238 and 244—251) and
in English by Lieu (1992, 276—277). The translation above is based on consultations with
Victor Mair with the exception of the list of books 1-13, which is after Lieu. The numbers
are mine.

33  Personal communication with Robert Campany (Professor of Asian Studies, Vanderbilt
University, Nashville, Tennessee).
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scrolls (at least one of which was a didactic image), the Wenzhou Memorial
documents the emergence of a new didactic pictorial medium used for dis-
playing Manichaean doctrinal images in China.

Concerning the question of origin, neither the scriptures nor the silk paint-
ings listed in the Wenzhou Memorial receive any attribution. The significant
amount of data surveyed in the course of this study so far, however, brings
to mind attributions to Mani in connection with two items, including what
is called here the Tijing and the didactic image of Good and Evil painted on a
zheng. The connotation of the Tijing'’s title suggests that this “Book of Pictures”
was the twelfth-century Chinese version of the pictorial work traditionally
attributed to Mani throughout the history of this religion. The noted content of
one zheng on Good and Evil marks a specific theme emphasized in connection
with the images of the didactic pictorial scroll attributed to Mani by Ephrem
during the middle of the fourth century in Roman Syria. Thus, the titles of
these two works of art imply the original intellectual authorship of Mani.

Concerning the content of art, various themes of Manichaean doctrine
can be recognized in the titles of all seven pictorial works of art listed in the
Wenzhou Memorial. The pictorial doctrine of the Tiijing (& 4%) is signaled by
the fact that it is listed among the scriptures, as is often seen in Manichaean
literature.34 The silk painting of “Good and Evil (Shan’e 3 3£)” corresponds to
a theme once noted in connection with Mani’s collection of didactic paint-
ings in early Manichaean literature.3® Thus, it seems that this hanging scroll
featured an essential teaching that originated in Mani’s collection of didactic
images. The remaining five silk paintings are also doctrinal in the sense that
they reflect themes known from Manichaean texts (see Tab. 6/9). Three of the
silk paintings are centered on a solo deity (fo, Lf#i] lit. ‘buddha’), either a myth-
ological being such as “the deity First Thought (Xianyi fo, 56 E#),” also called
the Primal Man;36 and “the deity Wonderful Water (Miaoshui fo, Wb 7K {#)” who
is one of the five elements, that is, one of the five sons of the Primal Man;37 or
a historical prophet, such as “the deity Jesus (Yishu fo, F2f#).” Another silk
painting centered on what is called here “the Royal Prince ( Taizi, /X ), which
is possibly the Chinese name of the eschatological prophet figure known in
Coptic Manichaean texts as the Great King.3® The last silk painting showed
“the Four Kings of Heaven (Sitianwang, I X F),” who are Manichaean mytho-
logical beings also known as the Four Guardians.3°

34 E.g.: Homilies 25, see discussion in Chapter 1, above.

35  The two principles of good and evil depicted in Mani’s collection of didactic images were
noted during the mid-fourth-century by Ephrem Syrus, who mentions that Mani’s Yugna
showed the figures of light and darkness. See discussion above.

36  Van Lindt 1999, 45-55.

37  Van Lindt 1999, 56-68.

38  Van Lindt 1999, 97—99.

39  Norecord in Coptic sources (Lindt 1999). For interpretions of East Central Asian pictorial
and textual records, see Klimkeit 1980, 179-199; and Ebert 1992, 489—512.
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The Wenzhou Memorial does not have direct evidence about how these
paintings were used. The closest we can get to their function is through their
pictorial contents as reflected by their titles. The subject matter implies an
instructional use in the case of the Tijing (&%) and “the silk painting of
Good and Evil (Shan’e zheng, 3% #8105). It is hard to imagine that the later
image was the object of veneration. The rest of the silk paintings could have
been used in a devotional setting, especially those of Jesus and the Primal Man,
who is called here “the deity First Thought (Xianyi fo, 5 5 #),” since both are
objects of prayers in the Chinese Manichaean Hymn Scroll.*° To a lesser degree,
a devotional function may be signaled by the rest of the three titles: “the silk
paintings of the deity of Wonderful Water (Miaoshui fo zheng, %0 7K f#15), the
Royal Prince (Taizi zheng, X ¥ ), and the Four Kings of Heaven (Sitianwang
zheng, VUK F ).

Concerning the question of date, the Wenzhou Memorial has a dual signifi-
cance. First, it confirms that the Tijing ([ 4¢) and a set of doctrinal silk paint-
ings existed in the Manichaean temple of Wenzhou in the year 1120 CE. This
early twelfth-century date is the most recent currently known evidence about
the existence of Mani’s Book of Pictures. Second, this text documents that dur-
ing the early twelfth century the Manichaeans of Wenzhou owned a set of silk
paintings, referred to here by the term zheng (H). As we have seen, at least
one of the images, “the silk painting of Good and Evil (Shan'e zheng, 3% SE1),”
was didactic in its pictorial content, since it depicted a subject connected to
the pictorial repertoire of the Mani'’s collection of didactic images. As argued
in Chapter 5 below, a silk painting such as the one noted here is best explained
as a modified version of a canonical image—an image on a hanging scroll with
a subject that ultimately derived from Mani’s canonical paintings, but had a
format (and most certainly style and iconography) that fit the local Chinese
norms of the time.

6 Zhipan’s Note of a Manichaean Text about a Painting from before
1208 CE in his General Record on the Buddha and the Patriarchs
(Fozu Tongji, 1208 CE)
Zhipan was a thirteenth-century Buddhist monk, who is known for publish-
ing a book under the title General Record on the Buddha and the Patriarchs
(Ch. Fozu Tongyji). This work contains a polemical discussion about some of
the basic beliefs and scriptures of the Manichaean communities in southern
China based on earlier, already tertiary literature. In light of them, Zhipan
puts the arrival of this religion to China in 696 CE.*! He quotes passages from
various anti-Manichaean writings, such as a book by Tsong-kien (123740 CE)

40  The Chinese Manichaean Hymn Scroll documents praises sung in worship of Jesus,
while the Primal Man only appears in list of deities (Tsui 1944, 176-183; and 187, 189, 191,
respectively).

41 Forte (1992, 368) notes that “the diffusion of the teachings began in China with the arrival
of a mozak (Ch. mushe) during the reign of Gaozong (r. 649-83 CE). Although this source
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that summarizes an even earlier account authored by Wou ko-ki, which was
originally published sometime between 1208 and 1224 CE under the title Che
mentcheng tong. Zhipan’s quote from this book concerns a Song-dynasty law
against the “people who propagate the two principles” that lists some of their
objectionable practices, such as celibacy and burying instead of burning
the corpses of their dead, as well as some of their “scriptures without foun-
dations,” such as the “[Scripture about] the Arrival of the Kings of Light” and
the “Transformation Text that Explains the Foundation of the Cosmos and the
Construction of the Earth.*? Transformation texts (Ch. bianwen) are the first
extended vernacular narratives known from China. These narratives involve
the discussion of a painting displayed in front of a group of people often in a
public place, referred to as “picture recitations.”

The title of only one Manichaean transformation text survives. Nevertheless,
this title contains critical data for the study of Manichaean didactic art. It
implies the existence of a Chinese Manichaean canonical painting, which
depicted a specific subject, intended to be discussed in an education context.*3
The passage quoted by Zhipan reads:

According to the laws of the current dynasty, ‘those who deceive the peo-
ple by the transmission of and adherence to the Scripture of the Two
Principles and the texts of the scriptures that are foundationless, which
are not contained in the Canons (tsang-king), should be condemned to
the Chief of (the Regulation of) Heterodox Doctrine. That, which is
(called above ‘the Scripture) of the Two Principles’ refers to (the scripture
that teaches that) men and woman should not marry; in assembling
together,** they should not speak; where (in case of) maladies, one does
not make use of remedies; where at death one inters the (cadaver) nude,
etc. That which is (called above) ‘the texts of the scriptures that are foun-
dationless’ refers to the following (scriptures):
(1) [Scripture on] Buddha, Buddha, Master Overflowing with
Affection (Fo fo tou lien che),
(2) [Scripture] on the Tears Pronounced by the Buddha (Fo chouo
ti lei),
(3) Scripture of the Coming into the World of the Great and Small
Kings of Light (Ta siao mingwang twh'ou che king),
(4) Transformation Text that Explains the Foundation of the Cos-
mos and the Construction of the Earth (Kaiyuankuodi Bianwen

B G5 11 22 5

(He Qiaoyuan, 1558-1632 CE) is rather late, it deserves to be given serious consideration,
since it appears soundly based on reliable ancient sources independent of Zhipan.”

42 Chavannes and Pelliot 1913, 353.

43  Yoshida 20153, 50-51.

44  Conjectural emendation of Chavannes and Pelliot for the text’s “holding one another”
(1913, 353)-
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(5) [Scripture on] Conciliation of Contradictory Opinions about
Heaven (Ts'i t'iien louen), [and]
(6) Chant of the Fifth, who has Come (Won lai tsen k'ien).
The rule (of those who follow these scriptures) is not to eat meat, nor to
drink wine. [...]. Its adepts do not kill any (living being), do not drink any
(wine), do not (eat) any strong food, and consider these a single very
strict (rule).4®

The transformation text mentioned among the Manichaean scriptures in the
above passage does not survive. Its title in itself, however, records a pictorial
subject that was portrayed on a Chinese Manichaean painting. Moreover, it
allows us to deduce the cosmogonical or cosmological content of this painting,
it didactic function, as well as its existence during the early thirteenth century,
that is, before and/or during sometime between 1208 and 1224 CE.

An actual work of art preserved among the surviving primary visual sources
of this religion corroborates the existence of Manichaean didactic paintings,
such as the one alluded to in the title of the transformation text mentioned by
Zhipan. In his study of the Chinese Manichaean Diagram of the Cosmos (see
Fig. 5/14), Yutaka Yoshida noted the thematic correlation between Zhipan’s
record and the thirteenth-century Manichaean silk painting preserved today
in Japan. As customary, the title of this transformation text identifies a paint-
ing, in this case, a painting that depicted a canonical theme. In harmony with
Chavannes and Pelliot’s French translation from 1913, Yoshida translates the
nuanced connotations of the four words that identify this painting (kai yuan
kuo di) as the “Foundation of the Cosmos and the Construction of the Earth.
Furthermore, he raises the possibility that this title may actually refer to the
very Chinese Manichaean cosmological painting preserved in Japan.*6

Assessment of Data: Designation, Attribution, Dates, Appearance,
Content, and Function

The one Uygur and the five Chinese language passages surveyed in this chapter
are essential for gaining an informed understanding about the development of
didactic art during the second half of Manichaean history. Once again, these
texts supply critical data on the designation, attribution, date, appearance,
content, and function associated with Manichaean visual doctrine. The body
of evidence they yield is specific to East Central Asia and East Asia between the
early eighth and early thirteenth centuries (Table 3/2).

45  Chavannes and Pelliot 1913, 353.
46 Yoshida 20153, 51 and personal communication.
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TABLE 3/2  Summary of data about Manichaean didactic art in Uygur and Chinese textual sources from
mediaeval East Asia and East Central Asia

DESIGNATION
(1) Four common nouns connoting ‘picture’ (Compendium 3, 5; Kad Ogul, Wenzhou Memorial)
Chinese ti (&) ‘picture/drawing’ (Compendium 3, 5; Wenzhou Memorial)
Uygur yan ‘statue, model’ (Kdd Ogul)
Uygur kork ‘picture, image, portrait’ (Kéd Ogul)
Chinese zheng (115 ‘silk painting, silk hanging scroll (Wenzhou Memorial)
(2) Two titles connoting the canonical Book of Pictures (Compendium 3, Wenzhou Memorial)
Da Ménhéyi (X ['14u1 ) ‘Great Ménhéyi’ (Compendium 3)
Tijing (&%) “Picture-Book/Book of Pictures” (Wenzhou Memorial)
Listed together with books of canon (Compendium 3, Wenzhou Memorial)
Paired with Gospel; one of only two titles labeled “Great” on list (Compendium)
(3) Titles of individual kork/zheng listed (Kdd Ogul, Wenzhou Memorial)

ATTRIBUTION
(1) Meénhéyi: Intellectual authorship attributed to Mani (Compendium 3)
(2) Tujing: Mani’s intellectual authorship implied (Wenzhou Memorial)

DATES
(1) 240-274/277 CE:
Ménhéyi’s attribution to Mani, implied (Compendium 3)
(2) 731CE:
Ménhéyi part of manistan’s library in East Central Asia and northern China (Compendium 3, 5)
Icon of Mani guides sermon in East Central Asia and northern China (Compendium 2)
(3) 885cCE:
Set of minimum six kérk in great manistan of Kocho (Kad Ogul)
Icon of Mani listed as a kork in great manistan of Kocho (Kéd Ogul)
(4) after 983 CE:
Sculpted cult image in great manistan of Kocho, Icon of Mani implied (Kad Ogul)
The stone manistan of Kocho that Kdd Ogul helped build was torn down (Kiad Ogul)
The great manistan of Kocho was gutted but left functioning (Kad Ogul)
(5) 1120CE:
Tiijing in manistan of Wenzhou (Wenzhou Memorial)
Set of six zheng in a manistan of Wenzhou (Wenzhou Memorial)
(6) before 1208 CE:
Image depicting the “Foundation of the Cosmos and the Construction of the Earth” (Zhipan)
Manichaean transformation text (bianwen) about image (Zhipan)
Practice of teaching with images, implied (Zhipan)

APPEARANCE

(1) Ménhéyi/Tujing: picture book (Compendium 3, Wenzhou Memorial)
Book medium implied by listing with scriptures (Compendium 3, Wenzhou Memorial)
Tiijing: book medium confirmed by title (Wenzhou Memorial)
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TABLE 3/2  Summary of data about Manichaean didactic art in Uygur and Chinese textual sources (cont.)

(2) yan:sculpture (Kédd Ogul)
Supplemented with canopy of red brocade cloth decorated with gold coins (Kéd Ogul)
Kept in “great chamber” of manistan (Kad Ogul)
Iconography suitable for reuse in Buddhist context, implied (K&d Ogul)
Lacquered and painted (Kdd Ogul)
Light enough to be portable for reuse in vihara, implied (Kdd Ogul)
(3)  kirk: unspecified painting medium (Kédd Ogul)
(4) zheng:silk hanging scroll (Wenzhou Memorial)
(5) Pictorial representation, implied (Zhipan)

CONTENT
(1) Doctrinal content of Ménhéyi/Tiijing confirmed (Compendium, Wenzhou Memorial)
Doctrinal content of Ménhéyi stated: painting of the two great principles (Compendium)
Doctrinal content of Tijing stated by title (Wenzhou Memorial)
Doctrinal content of Tijing implied by listing it with books (Wenzhou Memorial)
(2) Doctrinal content of each kirk/zheng confirmed by title (Wenzhou Memorial)
(3) Themes of yan/kirk/zheng included
Theology (Kdd Ogul, Wenzhou Memorial)
Deity (fo/burxan) Mani (Compendium 2, Kad Ogul)
Deity ( fo/burxan) Jesus (Kad Ogul, Wenzhou Memorial)
Deity (fo) Wonderful Water (Wenzhou Memorial)
Deity ( fo) First Thought (= Primal Man) (K&d Ogul, Wenzhou Memorial)
Twelve Aeons (Kdd Ogul)
Unidentified Deity (burxan) (Kad Ogul)
Royal Prince (= Great King) (Kad Ogul, Wenzhou Memorial)
Four Guardians (Wenzhou Memorial)
Prophetology (Compendium 2, Kdd Ogul, Wenzhou Memorial)
Life of Jesus (birth and later events) (Kdd Ogul)
Cosmology (Kad Ogul, Wenzhou Memorial, Zhipan)
“Twelve Aeons (Gods) in Land of God” (Kéad Ogul)
“Good and Evil” (Wenzhou Memorial)
“Foundation of the Cosmos and Construction of the Earth” noted (Zhipan)
Depictions of the earth and its origin, implied (Zhipan)

FUNCTION
(1) Instructional use of Ménhéyi/Tijing/canonical t:1 implied by being listed with books
(Compendium 3, 5, Wenzhou Memorial)

(2) Instructional use of Mani’s portrait implied by guiding a sermon about Mani (Compendium 2)
(3) Instructional use of kork/zheng implied by title (K&dd Ogul, Wenzhou Memorial)

kork about Jesus’ birth and later events of his life (Kédd Ogul)

zheng about “Good and Evil” (Wenzhou Memorial)
(4) Instructional use of painting implied by transformation text (bianwen) written about it (Zhipan)
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1 Designations of Didactic Art in Uygur and Chinese, and the Missing
Uygur Title of the Book of Pictures

The Uygur and Chinese language passages known today on Manichaean didac-

tic art contain important data on terminology (see Tab. 3/2: Designation).

While the connotations of some of the terms follow an earlier Manichaean

tradition, others indicate uniquely Sino-Uygur developments in Manichaean

didactic art.

In the course of discussing didactic pictorial art, these texts distinguish
between two types of terms. First, the Chinese i () ‘picture/drawing’
(Compendium, Wenzhou Memorial) is used while discussing Mani’s canoni-
cal paintings under the titles Da Ménhéyi (K FIfii # ‘Great Ménhéyi’) and
Tijing (&% ‘Picture Book’). Nouns with analogous meaning in numerous
languages are present in Manichaean texts, including two in Coptic: hikon
‘picture, image’ (Kephalaion 7, 92, 151, 191; Homilies 18, 24, 25, 27) and eine ‘pic-
ture, image, representation, likeness’ (Kephalaion 7, 191); two in Syriac: yugna
‘picture, image’ (Prose Refutations) and surta ‘picture, image, illustration’ (Prose
Refutations); and the Middle Persian noun: nigar ‘pictures, image, illustration’
(M 2, M 47, M 219). Because the Chinese ¢ can be translated in a plural form,
its use is also similar to what is seen in the Arabic plural noun: al-suwar ‘pic-
tures, illustrations’ (Ibn al-Nadim). Second, the Chinese zheng/zhen (1) ‘silk
painting, silk hanging scroll (Wenzhou Memorial) and the Uygur kork ‘picture,
image, portrait’ (Kad Ogul) are used with connotations unprecedented in ear-
lier Manichaean literature, for they are used in connection with naming doc-
trinal subjects depicted on individual paintings that are distinct from Mani’s
canonical volume of images.

The canonical volume of paintings is referenced in two passages. The
Compendium employs “Ménhéyl” in order to capture the pronunciation of a
foreign title of unknown original language and connotation, adding to it the
adjective da ‘great’ in Da Ménhéyi. The Wenzhou Memorial employs a translated
title, Tiijing, by combining the noun ¢ ([#) ‘picture, to convey the name of
Mani’s collection of didactic images, and adding to it the noun jing (%) ‘book,
to record the classification of this volume with the rest of the Manichaean
scriptures.*” Both titles are listed with other books of the canon, as is often
seen in Manichaean literature. In addition, the Compendium pairs Ménhéyi
with Mani’s Gospel by adding to both the adjective “great.” A similar pairing
of the Picture with the Gospel is often seen in Manichaean literature.*8 Unlike
in other languages, however, the Chinese versions of the title, Ménhéyi/Tiijing,
cannot be mistaken for a single image/portrait of Mani.

A phenomenon never documented in earlier Manichaean sources is the
identification of an individual painting (kork/zheng) by its title, as seen in

47  This version of the title is attested in late mediaeval and early modern Persian literature.
See discussion of Persian sources, in Chapter 4 below.

48  Pairing the Picture with a main book of the canon, such as the Gospel, is documented in
the Parthian Turfan fragment M 5569 as well as the Coptic Kephalaion 151 and Homilies 2;7.
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the Uygur passage from Kédd Ogul's memoir (after 983 CE) and the Chinese
Wenzhou Memorial (1120 CE). Although in a fragmentary state, Kad Ogul’s prose
preserves two didactic pictorial titles from its list of seven: “... the Gods, who
are in the Land of God” (Uyg. teyri yerintdki teyrild), and “[Jesus the] Messiah
Buddha, born...” (Uyg. masiha burxan tug...). The well-preserved passage
from Wenzhou has one title that appears unmistakably didactic from its list of
six: the “Silk Painting of Good and Evil” (Shan'e zheng 3% F&11). These titles and
designations signal a new pictorial format and thus, a new practice associated
with Manichaean didactic art.

2 Implied Attribution to Mani

With one exception, the question of origin receives no attention in the sources
surveyed above (see Tab. 3/2: Attribution). Based on the limited quantity of
evidence, a diminishing interest in attributing Manichaean didactic art to
Mani cannot be confirmed. The intellectual authorship of Mani is implied in
the Compendium, since the pictorial volume of the canon is listed with the rest
of Mani’s scriptures. A more direct attribution is made in the last paragraph of
the text, which discusses Mani as the author of the Manichaean canon. As to
be expected, the painter of the actual Ménhéyi, that is, the person who made
this contemporaneously used copy, is not noted, just as the scribes who copied
the texts are not credited either. The Wenzhou Memorial is silent on the origins
of the Tijing as well as the “silk painting of Good and Evil” (Shan'’e zheng, 35 &
159). Their respective titles, however, point to Mani. While the Tijing connotes
Mani'’s canonical volume of pictures, the title of the “Silk Painting of Good and
Evil” implies a theme that is routinely connected to Mani’s Book of Pictures in
textual sources such as the Compendium and the Prose Refutations of Ephrem
Syrus.

3 Dates between 731 and 1208 CE

Unlike most texts considered previously, the Uygur and Chinese passages are
securely dated. Overall, they provide six dates in connection with the canoni-
cal art of the Manichaeans. They attest the continued employment of the Book
of Pictures for a thousand years, starting from the mid-third to the early thir-
teenth century. In addition, they anchor certain innovations that impacted
the formation of Manichaean didactic art during the Uygur era in East Central
Asia and the years of the Tang-Song dynasties in northern and southern China
(see Tab. 3/2: Dates).

The earliest date in these sources points to Mani’s ministry (240-274/277
CE) in late ancient Mesopotamia. The first article of the Compendium
acknowledges Mani’s authorship of “the canon of scriptures and the pic-
ture,” and thus indirectly links Mani’s dates to the origin of the great Ménhéy..
The author of the Compendium carries on the traditional dating of Mani’s
Book of Pictures, as seen in five additional Manichaean passages from late
ancient West Asia (Kephalaion 92, 151, and Prose Refutations) and mediae-
val East Central Asia (M 2 and M 5569), but remains unattested in later
Chinese texts.
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The second date, the year 731 CE, comes with complex implications from
the colophon of the Compendium, since it is tied to Manichaean didactic art
in two historical contexts. On the one hand, the Compendium’s Chinese trans-
lation and historically confirmed Tang imperial use are informative about
Manichaean art in the manistans of Tang China. On the other hand, it implies
the use of art in a Manichaean center somewhere in East Central Asia (most
likely Kocho before its Uygur occupation), where the document was originally
composed in a Middle Iranian language.

Conditions that persisted during the Tang dynasty (618—907 CE) for a period
of 112 years between 731 and 843 CE are partially reflected in the Compendium’s
evidence about Manichaean didactic art. This northern Chinese phase of
Manichaean history began in the year after the Compendium was submitted,
when Monijiao (B£JE#, ‘Religion of Mani’) was first allowed to be practiced
among foreigners, but remained prohibited among the Chinese.#® The length
and the increasingleniency of this Chinese policy corresponded with the height
of the Uygur military might and extensive political influence on the Tang. The
Tang government depended on Uygur garrisons for its survival, including the
ending of the An Lushan rebellion (755-762 CE), after which the court was
in no position to refuse the requests of Uygur embassies to build manistans
in the major cities.5? A sudden decline began with the collapse of the Uygur
Steppe Empire in the winter of 840/841 CE. Within two years the Sino-Uygur
alliance broke and the Manichaeans were the first to be targeted in a series of
persecutions that all foreign religions experienced under Emperor Wu-tsung
(r. 841-846 CE). Guided by xenophobic sentiments, Emperor Wu-tsung’s reign
ended a celebrated age of foreign contact that left a lasting impact on Chinese
culture, art, and religions. Isolated Manichaean activities in northern China,
including Taiyuan, are noted for another 8o years before the records go silent
after 926 cE.5!

Tang historical sources do not mention any Manichaean art, although they
note the locations of seven manistans across Tang China (Figure 3/1).52 Their
buildings were most certainly produced by local craftsmen and followed
Chinese architectural models. They must have been timber frame structures
built on walled grounds, similar to Buddhist temple sites from the time.>3 We
may imagine that at least the three manistans of the largest cities especially
in the capital cities of Luoyang (Henan province) and Chang’an (modern
Xi'an in Shaanxi province), and the largest northern city of Taiyuan (Shanxi

49  Mackerras 1972 and 1990, 317-342; Chavannes and Pelliot 191, 1545, and Lieu 1992
237-239.

50  Schafer 1963, 139, and 145. For a map, indicating the locations of the Manichaean,
Nestorian, and Zoroastrian temples of Chang’an, see Ebrey 1996, 117.

51 A government report records the burial of an elect at Taiyuan on October 2, 926 CE, who
lived in a manistan next to the mansion and under the care of an ethnically Uygur general
(Tse-fu yiian-kuei 96718b—19a, see Hamilton 1955, 69; and Lieu 1992 266).

52 Map source: Henning 1938, 570; Lieu 1979, 36; Moriyasu 2010, 360; and Clark 2016,
forthcoming.

53  See Fu Xinian 2002, 112-118; and Steinhardt 2004, 228—254.
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FIGURE 3/1 Location of manistans across Uygur Inner Asia and Tang China (red) and Song-Ming China (blue)

province) had five halls as described in the fifth article of the Compendium.
If so, they must have included a “library hall” furnished with “the holy books
and the picture.” At minimum, Manichaean didactic art at this time included
the canonical ti (i.e., Mani’'s Ménhéyi) and an icon of Mani, as documented by
the Compendium. It is most likely that the other four manistans, located south
of the two capitals in smaller cities garrisoned by Uygur troops (Yangzhou,
Yuehzhou, Hungzhou, and Jingzhou), also contained such art.
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The noted foreignness (namely Sogdian and Uygur) of Manichaean culture
in Tang China®* invites the hypothesis that Manichaean pictorial art was not
yet made to suit the taste of the ethnically Chinese laity, but looked much
like the Manichaean art of early ninth-century Karabalghasun and Kocho.
Chinese converts, however, were known in the capital cities, including the
72 female elects, whose martyrdom was noted.5® In any case, the male elects,
who were mentioned in the same account to have been escorted to the Uygur
border in 843 CE,%¢ most certainly took from their manistans not only Chinese
versions of the canon and other texts, but also portable works of art, as indi-
cated by the unique provenance of the Compendium itself. Its scroll was found
in the walled sacred repository that became known as Cave 17 of the Mogao
Grottos near Dunhuang—the very region where the Manichaean clan of the
late Biigii Khagan settled after fleeing Karabalghasun in 841 cE.57 In any case,
pictorial art was a component of Manichaeism in Tang China as confirmed by
an imperial edict issued in 843 CE, which ordered the burning of “Manichaean
books (Ménishi, B JE &) and image(s) (xinag, %)”58 Based on its context, the
latter reference most likely does not concern the Book of Pictures, but rather a
painted icon of Mani.>®

The Uygurs’ support of Manichaeism lasted for about 270 years. Their inter-
est began soon after establishing the Uygur Steppe Empire (744-840 CE),
based on a confederation of tribes centered in Karabalghasun—Ilocated in
the Orkhon Valley of what is today Mongolia and better known after its thir-
teenth-century Mongolian name, Ordubaliq. The conversion of Biigii Khagan
(Chin. Mou-yu Xagan, r. 759—779 CE) to Manichaeism followed a series of
encounters from 755 CE that culminated in the winter of 762/3 CE. The last
and best-documented event took place while assisting the Tang against the An
Lushan rebellion (755-762 CE).8° The Karabalghasun Inscription (a trilingual

54  Seee.g, the letter written in 843 CE to the Uygur Khagan by a high-ranking administrator,
Li Te-yii, emphasizing the foreignness of the elect and the lack of Chinese laity to support
them in Chiang, Huei, and other prefectures in central and southern China (Chavannes
and Pelliot 1913, 293—295; Lieu 1992, 237).

55 Lieu 1992, 238.

56  FTTC 42.385¢c (Chavannes and Pelliot 1913, 301-302; Lieu 1992, 239).

57  Czegledi1g84, 159-163; and Clark 2009, 61—71.

58  Hsin T'ang-shu 18A.594 (Chavannes and Pelliot 1913, 298; Lieu 1992, 239). The last charac-
ter, &, connotes ‘image’ or ‘manifestation’ (Mikkelsen 2006, 79a).

59  Corroborating this interpretation is Ibn al-Jawzl's record about the burning of Manichaean
books with an icon of Mani in Baghdad in 923 CE (see quote in assessment of designation
in Chapter 1, above). It is unlikely that the Chinese reference from 843 CE concerned a
series of silk paintings on hanging scrolls, since that pictorial format is first documented
only from 50-150 years later among the Manichaeans of Kocho in the memoire of Kad
Ogul and the physical remains of Uygur Manichaean art.

60  Biigi Khagan's conversion and its subsequent events regarding the introduction
of Manichaeism to the Uygur Steppe are discussed in the Chinese version of the
Karabalghasun Inscription (Schlegel 1896 and Chavannes-Pelliot 1913, 177-199). This text
however does not contain a direct date. The winter of 762 and 763 CE, as the date of the
conversion, was introduced by Chavannes and Pelliot in light of Tang dynastic annals

135



136

CHAPTER 3

commemorative text written in Uygur, Sogdian, and Chinese on the deeds
of the Uygur kings, engraved between 808 and 821 CE on a stone stele) men-
tions that Biigii Khagan rescued four Sogdian Manichaean elects from the
turmoil at Louyang. He took them back to the Uygur realm, and soon after
more elect were sent: “brothers and sisters to enter the kingdom in order to
spread and exalt [the religion] there.”8! Continued support of Manichaeism at
Karabalghasun is recorded from the early ninth century by the Arabic traveler
Tamim ibn Bahr, who visited the city about 821 CE and noted that the elect
were living outside the capital although their religion was dominant within.62
Writing about conditions in the early 8oos CE, the Persian historian, Gardizi
(d. ca. 1061 CE) also noted that:

It was customary in the Uygur kingdom for 300 or 400 Manichaean priests
to gather in the house of the prince to recite the books of Mani, and at
the end of the day they would evoke blessing on the ruler before they
departed.53

The Uygur clans’ adoption of Manichaeism (in addition to other organized
religions such as Buddhism and Eastern Syriac Christianity) is just one of a
host of cultural, social, and economic developments that took place during
the years of the Uygur Steppe Empire.6 Therefore, it is reasonable to assume
that Karabalghasun had a manistan similar to that which is described in the
Compendium in 731 CE. Other Uygur manistans that are attested in the historical
record concern the post-steppe era of Uygur history. They include Dunhuang,53

whose dates on military events correlate with the events mentioned within the inscrip-
tion. For a summary, see Clark 2000, 88—9o. Le Coq was the first scholar to apply this date
in connection with Manichaean art history (1923, 10).

61  Clark 2000, 88; and Encyclopcedia Iranica Online, s. v. “‘KARABALGASUN ii. The Inscrip-
tion,” accessed June os, 2013, http://www.iranicaonline.org/articles/karabalgasun-the
-inscription.

62 Minorsky 1948, 283, 296, 302—303.

63  Martinez1982,136; also quoted in Lieu 1992, 240. Titled Zayn al-akhbar, Gardizi’'s book was
written in Arabic at the court of the Ghaznawid Sultan ‘Abd al-Rasid (r. 1049-1052 CE).
Edmund Bosworth, “Gardizi,” in Encyclopeedia Iranica Online; and Czeglédy 1973, 257—267.

64 Mackerras 1972, 12—14; and Encyclopeedia Iranica Online, s. v. " KARABALGASUN,” accessed
June o5, 2013, http://www.iranicaonline.org/articles/karabalgasun-the-site.

65  The existence of a manistan in Dunhuang can be inferred from the number of well-
preserved Uygur Manichaean texts found in Cave 17 of the Mogao Grottos (see Hamilton
1989, vol. 2; and e.g., Clark 2013, 11-27) along with Chinese Manichaean texts in equally
good condition, which probably indicate the presence within this community elects
expelled from Tang China in 843 CE. In this multicultural city, a manistan perhaps was
established only at the time of the foundation of the nearby Gansu Uyghur Kingdom
(ca. 848—ca. 1036 CE) by a Manichaean clan of the Uygurs. During most of this time,
Dunhuang was ruled by a Chinese family (Hansen 2012, 187-191). Nevertheless, the
increasing importance of the Uygurs among the many mutually dependent ruling groups
of the region culminated in the direct control of Dunhuang by the early decades of the
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Karashahr,6 and the Argu region,%” where Kiad Ogul grew up in the town of
Yagéként during the mid tenth century (see Fig. 3/1).

The main Manichaean center in East Central Asia was in Kocho (Ch.
Gaochang) at least from the seventh century. This city was a major trading
and agricultural center along the Silk Roads, located in the Turfan Oasis in
what is today the Xinjiang Uygur Autonomous Region in northwest China.
Geographically, this part of the world forms East Central Asia, whose trade
routes during late ancient and mediaeval times connected East, South, and
West Asia in periods when strong nomadic empires provided protection to the
trade.58 Manichaeism in Kocho most likely received two distinct periods of
Uygur support. This happened first in the middle of the eighth century, when
the most powerful Uygur clans began to support this religion.%® The second
occurred in the middle of the ninth century, when the Uygurs moved en masse
to the Tien Shan region to establish a sedentary kingdom (866-1209 CE), with
its winter capital in Kocho. Uygur support stayed strong through much of the
tenth century, by the last two decades of which most of the Uygur elite shifted
their religious alliance to Buddhism, resulting in the gradual disappearance of
Manichaeism from the area without anything approximating the levels of vio-
lence employed against Manichaeans in other regions.”® Following the Mongol
annexation of the Uygur state, the city began to lose its importance during the
thirteenth century before it was finally abandoned in the fourteenth century.

eleventh century. This also becomes evident in the Buddhist art of the Mogao Grottos,
which document Uygur sponsorship between the tenth and the early eleventh centuries.
This trend coincided with the growing Buddhist affiliation of the Uygurs in Kocho by the
970s (Russell-Smith 2005, 1-2, 70-76, and 88).

66  The manistan of Karashahr is noted on the bifolio (MIK 111 203, old number M 1), which
contains the colophon of the Middle Iranain hymnbook—the Mahrnanag. Completed
between 808 and 821 CE in Kocho, this hymnbook started to be assembled in 762 CE in the
manistan of Ark, before the Uygur occupation of the region (Miiller 1912, 16; for the quote
and the unique codicology of the bifolio, see Gulacsi 20054, 41, and 71-73). The previously
Tokharian town of Ark (also known as Skt. Agni and Ch. Yagni) became Karashahr under
the Uygurs (Henning 1939, 564—571).

67  The four manistans of the Argu region—the manistan of Kasu, the manistan of Yagaként,
the manistan of Orduként, and the manistan Chigilbalik—are listed in the folio fragment
of MIK 111 198, which contains the colophon of the Uygur edition of Mani’s Evangelion
(Clark 2016, forthcoming). Clark dates the text to 1025 CE based on a list of Uygur officials
named in the colophon, also known from a dated inscription (Clark 2016, forthcoming).

68  The integral role of the nomadic empires (Scythian, Xiongnu, Turk, Uygur, and Mongol)
in trade across Asia and the importance of foreign merchants in their imperial adminis-
trations are documented in the historical sources. For recent studies on the subject, see
Beckwith 2009, 58-162 and 183-203; Christian 2000, 1-26; Cosmo 1999, 1—40; and Allsen
1989, 83—-126.

69  Clark 2000, 83-123.

70  See Moriyasu 2003b, 99-112; and 2004, 149—209.
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The mud-brick ruins of Kocho became an archeological site when German
expeditions explored it between 1902 and 1914 (Figure 3/2).”* Although these
led to the discovery of a significant number of Buddhist and a few Christian
artifacts, Kocho turned out to be most famous for its Manichaean finds of
approximately 5000 manuscript fragments and about 120 high-quality artistic
remains. The sand-covered site also preserved the ruins of two buildings
with Manichaean associations—securely identified based on the fragments of
Manichaean murals recovered among their ruins (Figure 3/3). The smaller of
the two, “Ruin o,” yielded a mural fragment with the upper bodies of two male
elect shown next to one another in what was most likely a ritual image.” The
inscribed foundation stake of a Buddhist temple dated to 1008 CE recovered
from ruin o confirms that this site began to be used for Buddhist purposes from
that date.” The larger manistan of Kocho, “Ruin K,” also featured a ritual image
on one of its walls. Its fragment shows a mozak (bishop) in the foreground and
an assembly of the Uygur Manichaean community standing slightly behind
him on the right, including the male and female elect and the laity.”* Both
structures also showed signs of Buddhist rededication and use.

Thus, the third and forth dates in the texts surveyed in this chapter define a
circa 100-year long period between 885 and 983 CE in relation to the two mani-
stans of Kocho. One of them must have been the one that housed the seven
pictures (korks—most likely paintings on silk hanging scrolls) and a main
statue (yan—most likely a statue of Mani) that was a “glazed and painted
statue with the red brocade on its head [located] within the great chamber”
The other manistan, which was not dismantled in 983 CE and possibly func-
tioned for another few decades, was most likely furnished with art similarly.
While silk hanging scrolls are well documented among the physical remains
of Manichaean art discussed in Chapter 5 below, cult statues of Mani do not
survive from Kocho. Nevertheless, Kdd Ogul’s memoir contains archeologically

71 Circumstances of the excavations with special attention to the Chinese passports issued
for foreign explorers, archaeologist, and collectors of antiquities, were considered by
Gumbrecht (2004, 111-120). Publications by Griinwedel and Le Coq document the four
seasons of archeological work. For a brief overview by Herbert Hartel, see Hértel and
Yaldiz 1982, 25—46.

72 For the full description of Ruin o, including its Buddhist and Manichaean finds, see
Griinwedel (1909, 55-73). He also specifies that the Manichaean wall painting (see
Fig. 3/3a) was found still attached to the east corner of the south wall in the room marked
“A” (1909, 58).

73 Stake I (MIK 111 4672) is a 83 cm long piece of wood carved in the shape of an octago-
nal cone and inscribed in Uygur to commemorate the foundation of a Buddhist temple
(Moriyasu 2001, 154). Understandably, Stake I does not mention the previous Manichaean
use of the site. Based on correspondence with the Chinese calendar, 1008 CE was argued
as the date of dedication by Hamilton (1992, Xxv11) and Moriyasu (2001, 152).

74  For the description of Ruin K and the Manichaean illuminated manuscript and textile
fragments found there, see Le Coq1913, Taf. 1-6 and 69a—e. The provenance of Manichaean
illuminated manuscript fragments recovered from Ruins o and K was assessed by Gulacsi
(20053, 20—22 and Tab. 1/2).
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b: Two manistans marked on map of ruins by Griinwedel, detail

FIGURE 3/2 Ruins of Kocho in 1904 (Asian Art Museum, Berlin)
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b: Fragment of wall painting with ritual scene d: Fragment of wall painting with ritual scene
recovered from ruin o (MIK III 4624, H: 27 cm) recovered from ruin K (MIK III 6918, detail, H: 88 cm)

FIGURE 3/3 Ruins of two manistans of Kocho (Asian Art Museum, Berlin)
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well-contextualized data about three-dimensional cult images and paintings
on silk hanging scrolls. It provides the earliest textual record of these objects
specifically connecting them to Uygur manistans. Furthermore, it supports
the hypothesis that these two kinds of art objects grew out of a golden age of
Manichaean history, when the followers of Mani enjoyed the protection and
financial support of a powerful Uygur elite.

The fifth date points to the year 1120 CE and the manistan of Wenzhou
in the coastal Zhejiang province. It confirms the existence and active use of
Manichaean art, including the Tiijing (most likely in the format of a pictorial
handscroll) and a set of six zhengs. The latter fits well the physical remains
of Manichaean silk paintings that were produced in the region between the
twelfth and fifteenth centuries. In relation to the Compendium’s dates, the
Wenzhou Memorial proves an approximately goo-year long continued exis-
tence for Mani's Ménhéyi/Tujing in China. It also documents that the Book
of Pictures existed simultaneously with silk paintings of various themes. The
Wenzhou Memorial is the earliest textual record of Manichaean silk paintings
in China.

The sixth and last date yielded by the texts surveyed in this chapter concerns
conditions before 1208 CE in southern China, since it regards the writing of a
book that listed the titles of Manichaean texts quoted in Zhipan's Fozu Tongji
(1208 CE). Among them, the title of one text indicates that it was supplement-
ing a Manichaean painting with a cosmological subject, which functioned as a
visual display in the course of teachings. This lost painting was most certainly a
silk hanging scroll, much like the Chinese Manichaean Diagram of the Universe
preserved today in a Japanese private collection (see Fig. 5/14). Thus, Zhipan’s
record implies that a Manichaean cosmological painting existed and was used
for instruction during and prior to the early thirteenth century in southern
China.

4 Appearance of the Book of Pictures, Hangings Scrolls, and Statues

of Mani
The Uygur and Chinese common nouns associated with Manichaean didactic
art in these texts document old and new mediums and formats (see Tab. 3/2:
Appearance). They confirm the continued existence of Mani'’s Book of Pictures,
while recording the emergence of a new object, the silk hanging scroll, for the
first time.

Picture books continued to be deployed for Manichaean pictorial art in
between the eighth and twelfth centuries, as confirmed by the canonical listing
of the Ménhéyi and the Tijing (Compendium 3, Wenzhou Memorial). Although
specifications about their actual shape (scroll vs. codex) and material (parch-
ment, paper, or possibly silk) are not provided, their respective cultural con-
texts provide some implications. The author of the Compendium references
appearance only by listing the Ménhéyi with the rest of the Manichaean scrip-
tures. This text has Central Asian ties, since it was originally composed in a
Central Asian language. However, it was translated into Chinese, more than a
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century before Kocho became home to increased Manichaean activities that
commenced after the city’s Uygur takeover in 866 CE, and thus it is contem-
poraneous with an era when religious art and book production was minimal
in Kocho.” Therefore, the material and format of the Compendium’s Ménhéyi
cannot be equated with the Manichaean archeological remains known from
this city.

Archeological evidence confirms that during the Uygur era, Manichaean
books in Kocho were almost exclusively made of paper and in codex format,
although a few fragments of silk codices (made by adding paper between two
sheets of silk that form the visible, recto and verso sides of the folia) and parch-
ment codex folia also survive.”® Most importantly, remnants of solely picto-
rial books are also attested from Uygur-era Manichaean art (see Figs 5/1-5/4).
They are in scroll and in codex format, painted on paper often in a local paint-
ing style that is distinctly non-Chinese, but West Asian in its ultimate origin.
These solely pictorial books were brought with the Manichaeans to Kocho
and continued to flourish there along with paintings on silk (and other tex-
tiles) produced in a local Chinese style.”” This comparative data, however,
comes from as much as 200—250 years after the Compendium, leaving us to
hypothesize that, during the early eighth century the traditional scroll format
was most likely still maintained, but possibly already made of paper instead
of parchment. The most luxurious editions could have been painted on silk
handscrolls, which was favored by Tang imperial painters. The author of the
Wenzhou Memorial adds one more clue, since in his passage the canonical
volume of pictures is not only listed along with the scriptures but also cat-
egorized as jing (4¢) ‘book. The Wenzhou community was ethnically Chinese
and most likely never had direct ties to East Central Asia. Its books were pro-
duced locally—most certainly in scroll format using paper or silk.”® Therefore,
its Tujing was most likely a stylistically Chinese work of art with a distinctly
Manichaean didactic content.

A statue of Mani is noted for the first time in Kdd Ogul’s memoir. It must
have been an impressive work of art, since it was kept in the “great chamber”
of the “great manistan” of Kocho, under a canopy made of red brocade cloth
that was decorated with gold coins. It must have been light enough to be por-
table for reuse in a vihara. Since it was lacquered and painted, it is possible
that it was either lacquered wood or dry-lacquer sculpture as documented

75  Regarding Chinese-style art production in Turfan, Sarah E. Fraser’s study (1999) on artists
and workshop practices showed that prior to the ninth century a relatively small range
and humble quality characterized local Chinese art.

76 See Guldcsi 20053, 74—76 and 149-151; and Gulacsi, Sims-Williams, and Sundermann 2006,
139-142.

77  Gulacsi 2005, 60—-93. The fragment of a solely pictorial horizontal codex folio MIK 111 4965
is discussed below (see Fig. 5/4).

78  For a history of handwritten books before and after the invention of printing in China, see
Mote et al. 1989, 49—95.
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from China at the time.” Its iconography was apparently suitable for reuse in
a Buddhist context, which accords with other examples of Uygur Manichaean
art, which frequently seats its figures on lotus seats and adds halos and man-
dorlas around them similar to that seen in the Buddhist art of tenth-century
East Central Asia.

Hanging scrolls are also noted for the first time in these sources. Since the
connotation of the Uygur word kdrk is not more specific than ‘image, pic-
ture, painting, illustration, or portrait, the materials and objects on which
these images were painted and displayed cannot be confirmed in light of Kad
Ogul’'s remarks. Physical remains of both wall paintings and silk hangings
scrolls were recovered among the ruins of Kocho. Kdd Ogul’s 67k is best inter-
preted as portable hanging scrolls in light of the Wenzhou Memorial, which
uses the term zheng/zhen (15]) for a similar listing of images in a manistan
about 140 years later, from 1120 CE southern China. Both tenth-century and
twelfth-century hanging scrolls are well-attested from mostly East Central
Asian and East Asian Buddhist contexts. They tend to be relatively large
(five to six feet in height), high-quality depictions of solo deities (Ch. fo, ),
including both Buddha and bodhisattva figures.8° The recently identified cor-
pus of the Chinese Manichaean paintings is comparable to the contemporane-
ous Chinese Buddhist paintings in visual language, format, and exceptionally
high quality. While one of the Manichaean pieces may date from as early as
the twelfth/thirteenth century, the rest are somewhat later, dating from the
thirteenth/fourteenth and fifteenth centuries. At least one of the later paint-
ings shows stylistic ties to the port city of Ningbo (Zhejiang province) located
just about 170 miles north of Wenzhou.8! The six zheng/zhen (1H) listed in
the Wenzhou Memorial were most likely similar to the Chinese Manichaean
remains in their general appearance—large hanging scrolls painted on silk in
an accomplished style, which in their case was that of the Song dynasty.

The Manichaean use of devotional paintings in thirteenth-century southern
China is documented from the manistan of Fuzhou by an unexpected source—
the Latin memoir of Marco Polo’s The Description of the World. In the course
of his 17 years in China between 1271 and 1288 CE, Marco Polo (1254-1324 CE)
encountered a unique religious community in the city of Fuzhou (Fujian prov-
ince). Its members drew his attention because they were “neither Buddhist
nor Zoroastrian, neither Christian nor Muslim.” Their Manichaean iden-
tity was first argued by Leonardo Olschki, who elaborated on the prolonged
underground existence of native Chinese Manichaeans in southern China as
an explanation for their reluctance to register with the Yuan authorities at

79  Early examples of hollow-core or wood-core dry lacquer Buddhist sculpture are preserved
already from the Nara period (710794 CE) in Japan, see Mason 2005, 86.

80  See Gulacsi 2009, Figs. 2 and 3.

81  Yoshida 20093, 50.
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the Mongol-established religious office, the Board of Rites.82 Writing about
them, Marco Polo mentions “three painted figures” in one of their temples and
explains that the images portrayed “apostles” and were worshiped:

Then they inquired from what source they had received their faith and
their rule; and their informants replied: ‘From our forefathers.’ It came
out that they had, in a certain temple of theirs, three painted figures
(depictas ymagines tres) representing three apostles of the seventy who
went through the world preaching. And they declared that it was these
three who had instructed their ancestors in this faith long ago, and that it
[this faith] had been preserved among them for 700 years; but for a long
time they had been without teaching, so that they were ignorant of the
cardinal doctrines. ‘But to this we hold fast, which we have received from
our forefathers; we worship in accordance with our books and do rever-
ence to these apostles!s3

This passage implies not only that there was a manistan in Fuzhou during the
middle of the thirteenth century (see Fig. 3/1), but also that it owned theologi-
cal images—icons of deities. Their medium and format is unspecified.8# It is
likely that hanging scrolls were meant, since that format is well attested in the
material culture of southern Chinese Manichaeism not only in a second tex-
tual source but also by actual silk paintings that are preserved today in one US
and three Japanese collections.

5 Content of Uygur and Chinese Manichaean Art Documented in
Textual Sources

The evidence in these sources about the subjects portrayed in Manichaean
didactic painting is limited in quantity, but rich in implications (see Tab. 3/2:
Content). They confirm an overall doctrinal character with an emphasis on
the teaching of duality, theology, prophetology and cosmology, in addition to
the full repertoire of doctrinal images in the Book of Pictures. This is especially
relevant in connection with the new medium of kork/zheng, since the title-
by-title listing of their pictorial subjects indicates that they ultimately derived
from Mani’s canonical paintings.

The overall doctrinal content of the Ménhéyi/Tijing is confirmed by list-
ing this pictorial book with the rest of the Manichaean canonical scriptures
in the Compendium and the Wenzhou Memorial. In the case of the Tijing, this
notion is affirmed by the connotation of its title as a pictorial volume of the

82  Olschki 1951, 8-9. The Manichaean interpretation of this text is well accepted (e.g., Lieu
1992, 186—88; Gulacsi 2009a, 104-105; and Moriyasu 2010, 357). For a reconsideration, see
Lieu 2012, 50-53.

83  Latham 1958, 235-36.

84  Olschki (1951, 17-18) interprets them as wall paintings and hypothesizes that one of them
depicted Mani.
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canon (Wenzhou Memorial). A more explicit piece of evidence is the explana-
tion of the Ménhéyi as a depiction of “the two great principles” (Compendium).
The latter phrase is an unmistakable reference to the teaching of Dualism as
the core of Manichaean doctrine. As the very essence of Mani’s collection of
didactic images, this theme is noted by Ephrem about Mani’s Yugna in the
Roman province of Syria during the middle of the fourth century. By crediting
Mani’s disciples as his source, Ephrem’s testimony is well matched with that
of the Compendium. Despite their distance of approximately 350 years and
3800 miles (6200 km), these two statements made at the opposite ends of the
Asian continent confirm the reliability of these textual sources on Manichaean
didactic art and attest to the consistency of the Manichaean message.

The concept of Dualismis fundamental to teaching and learning Manichaean
doctrine. The two primordial principles, light (divine, good, pleasant, attrac-
tive) and darkness (demonic, evil, fearsome, repulsive) are germane to a vari-
ety of doctrinal and ritual aspects of this religion. According to Manichaean
cosmogony, these two originally independent forces collided at the begin-
ning of time, distributing their mixture in all matter in the universe, includ-
ing everything on Earth: rocks, water, plants, animals, and human beings.85 In
the westernmost reach of Manichaeism in the first decade of the fifth century,
Augustine also provides a summary of this teaching:

They say that this part of the divine nature permeates all things in heaven
and earth and under the earth; that it is found in all bodies, dry and moist,
in all kinds of flesh, and in all seeds of trees, herbs, men, and animals. But
they do not say of it, as we say of God, that it is present untrammeled,
unpolluted, inviolate, incorruptible, administering and governing all
things. On the contrary, they say that it is bound, oppressed, polluted but
that it can be released and set free and cleansed not only by the courses of
the sun and moon and powers of light but also by their elect.86

This emphasis on the doctrine of Dualism remains consistent across the his-
tory of this religion to the degree that its understanding is required from those
who join the followers of Mani’s religion in China during the early eighth cen-
tury, as stated in the Compendium, Article 6, which states:

Those who wish to enter the religion must know that the two principles
of light and darkness are of absolutely distinct nature. If one does not
discern this, how can one put the religion into practice?8”

85  For a brief summary of light and darkness in Manichaean cosmogony, see Lieu 1992,
10—22.

86  De natura boni, 44 (Burleigh 1953, 344).

87  Chavannes and Pelliot 1913, 114. English translation after BeDuhn 20004, 69.
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The Manichaeans’ teaching of Dualism could be conveyed in a variety of ways
connected to their painting during the early eighth century in East Central Asia
and northern China. An example of using an image of Mani is documented by
(what can be interpreted as) the text of a sermon conducted with a visual aid.
As argued above, this text is preserved in the Compendium’s second article,
where one component of Mani’s image (most likely the hand gesture) was
pointed to, while explaining that “the union and separation of the two realms
and the purport and trend of the before and the after are apparent in true
bearing and can be perceived if (one) looks at Him.”8 The Wenzhou Memorial
attests a more direct visual aid to this subject by mentioning a modified ver-
sion of a canonical image—adapted to the format, size, and material of a silk
hanging scroll, the subject of which ultimately most likely derived from Mani’s
Book of Pictures—the “silk painting of Good and Evil” (Shan’e zheng, & 5E15).

The latter image must have focused on the two forces of the universe,
approaching its subject from either a cosmogonical or a cosmological angle.
Accordingly, this image could have been either a narrative scene on cosmog-
ony that showed a series of events from the formation of the universe, or a dia-
gram on cosmology that depicted the structure of the universe with its various
divine and demonic components.8? Either way, this painting depicted a picto-
rial subject documented from the earliest era of Manichaean history in con-
nection with the canonical volume of Mani’s doctrinal paintings. The Wenzhou
Memorial provides the first evidence of the existence of this subject matter
in the medium of a painted silk hanging scroll that is physically independent
from the Tijing.

The doctrinal content of nine kirk/zheng is clearly noted in the passages
surveyed above. Besides duality, their recorded titles indicate theological,
prophetological, and cosmological subjects which are attested among the phys-
ical remains of Uygur and Chinese Manichaean art, as detailed in Chapter 6.
With the exception of the icon of Mani, the depiction of their subjects as solo
images is new in the history of Manichaean art (Table 3/3). No records of such
individual doctrinal paintings are present in the Compendium in 731 CE (nor
any other earlier texts) at the time when Manichaeism was about to be newly
established in China. They surface about 250 years later, at a time when a
Chinese artistic impact is already present in Manichaean East Central Asia as
documented in the contemporaneous archeological finds at Kocho. Kdd Ogul
is the first author to mention them. The portion of his text with the titles is
fragmentary, which may explain why only two full and one partial correlation
can be seen between the list from Kocho and the one given about 140 years

88  For an overview, see Tab. 6/8 and the iconography of the Icons of Mani discussed in
Chapter 6, below.

89  InChinese painting, the horizontal surface of the handscroll is used for painting narrative
scenes, while the vertical surface offered by the hanging scroll is used for non-narrative
subjects. Diagrams outnumber narrative scenes among the currently known Uygur and
Chinese remains of Manichaean art, and they are more suited for the vertical pictorial
space of a hanging scroll.



PRIMARY, SECONDARY & TERTIARY RECORDS IN UYGUR & CHINESE TEXTS 147

TABLE 3/3  Subject matter of Manichaean didactic art noted in Uygur and Chinese textual sources

Changan Kocho Wenzhou Southern China
731 CE after 983 CE 1120 CE before 1208 CE
(Compendium) (Kédd Ogul) (Wenzhou Memorial) (Zhipan)

Chinese Translation Uygur Language Chinese Language Chinese Language

THE BOOK OF PICTURES
(1) Ménhéyi - Tijing -
STATUE OF MANI
- statue ( yan) under canopy in = — -
great chamber of manistan
ONE PAINTED IMAGE ON DUALITY

(2) - - Good and Evil -
EIGHT PAINTED IMAGES ON THEOLOGY
(3) Deity (fo) Mani Deity (burxan) Mani
(4) - Deity (burxan) Jesus Deity ( fo) Jesus -
(5) - Primal Man (First Thought) Deity ( fo) First Thought -
(Primal Man)
(6) - King (King of Honor?) Royal Prince (King of -
Honor)
(7) - - Deity ( fo) Wonderful Water —
(8) - - Four Guardians -
(9) - Unidentified deity (burxan) - -
(10) — Unidentified deity (burxan) - -
ONE PAINTED IMAGE ON PROPHETOLOGY
(11) - Deity (burxan) Jesus and his - -
life
TWO PAINTED IMAGES ON COSMOLOGY
(12) - Twelve Aeons (Gods in the - -
Land of God)
(13) - - - Foundation of the Cosmos

and the construction of the
Earth

later associated with a Manichaean temple in the city of Wenzhou. With
confirmation from the well-preserved Wenzhou Memorial, Kad Ogul’s text
(after 983 CE) constitutes the first securely dated textual evidence about a
new pictorial format that began to be used by the Manichaeans to individual-
ize didactic topics on works of art independent from their canonical Book of
Pictures.

Jesus as a subject depicted on the kork/zheng is also conveyed by the pas-
sages surveyed in this chapter (Kdd Ogul, Wenzhou Memorial). This is especially
significant because Jesus’ life as an artistic topic is also attested in a Parthian
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passage on a manuscript fragment from Turfan (M 4570), which, based on its
archaic language, possibly goes back to the mid-third century.

Images of Mani have had a long attested history in Manichaean art start-
ing with Eusebius (330 CE), who witnessed a portrait of Mani “[painted] in an
eikon,” most likely on a wood panel in the Roman province of Palestine.® Since
there is no mention of a zheng with a portrait of Mani in the Wenzhou Memorial,
there must have been a cult statue of Mani in the manistan of Wenzhou just as
there was one in Kdd Ogul’s manistan in Kocho.?! Such cult statues of Mani are
depicted in Chinese Manichaean art (see Figs. 5/21—22); and an actual example
of a painted icon of Mani survives from fourteenth/fifteenth-century southern
China (see Fig. 6/32).92

The Minshu notes the worship (and/or images) of Mani twice between
the late tenth and the early seventeenth centuries in southern China. In con-
nection with 995-997 CE, it is reported that a follower of the sect found an
image of Mani in a soothsayer’s shop in Kaifeng (Henan province), which he
purchased for 50,000 jiaozi and brought back to Fujian. “And thus his (Mani’s)
auspicious image (f#i14) was circulated in the province of Min.”®3 In connec-
tion with 1617 CE, the Minshu describes a shrine dedicated to Mani, located
approximately 20 km south of Quanzhou in Fujian province, that was an active
site of local worship:

The Huabio Hill (3£ 111), in the subprefecture of Jinjiang belonging to
the prefecture of Quanzhou, is a part of the Lingyuan (mountain). Its
two peaks stand beside each other like a huabiao (twin pillars placed in
front of temples or tombs). On the reverse side of the foot of the moun-
tain there is a rustic shrine (caoan, B }%), which dates back to the Yuan
dynasty. There they pray to the Deity (Buddha [ fo]) Mani.%*

This shrine with a statue of Mani is still in situ in what most likely was a
fourteenth-century rural manistan near Qunazhou (see Fig. 3/1). The dedica-
tory inscription of the statue from 1339 CE, another inscription on a cliff in
the courtyard from 1445 CE, as well as an inscribed ceramic bowl confirm a
place used by a community that still identified with Mani during the middle
of the fourteenth and fifteenth centuries.®> These inscriptions provide the

90  See discussion in “Assessment” of Chapter 1, above.

91 The probability that the Manichaeans had a sculpture representing Mani in their Uygur
and Chinese manistans is supported by the predominance of this medium as the main
cult image in medieval Buddhist temples across East Asia (Seckel 1989, 81). For more
Manichaean evidence, see Chapter 5 below.

92 Kokka1937, 9—10 and 15-16 plus plate.

93  Minshu 7; Pelliot 1923, 205—6; English translation after Lieu 1992, 264. This episode is dated
to the Zhidao period (995-997 CE) of the Song dynasty.

94  Minshu 7; Pelliot, 1923, 199; English translation after Bryder 1988, 202.

95  Both inscriptions are cited and discussed in Lieu 1980, 80—83; Lieu 1992, 189-192; and
Bryder 1988, 204—206.
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latest primary textual evidence related to art about what was most likely an
increasingly folklore version of a belief system that little resembled Chinese
Manichaeism as an organized religion.%¢ The site was discovered by Wu
Wenliang and Zuang Weiji in 1957, who identified it as the Manichaean “rustic
shrine” (caoan, . J; also translated as “thatched nunnery”) of the Minshu,
and published its inscriptions and photograph.9” At that time, the shrine was
an abandoned building. During the 1980s, a Buddhist temple complex with
a nunnery began to be built around it, incorporating it into its own worship.
The statue and its shrine are protected today as a UNEScO World Heritage site
thanks to the efforts of Samuel Lieu (see Fig. 5/20).%8

6 Function

The Uygur and Chinese passages surveyed above contain invaluable data
about the didactic use of Manichaean art (see Tab. 3/2: Function). They prove
that the practice of teaching with visual aids continued in East Central Asia,
northern China, and subsequently in southern China. Moreover, they provide
textual documentary evidence for the emergence of two new objects—the
cult statue and the hanging scroll, which were added to the Manichaean artis-
tic repertoire by the ninth century in East Central Asia (maybe already by the
late eighth century in northern China) and remained in use until the end of
Manichaeism in southern China.

These records reconfirm the didactic function of the Ménhéyi/Tijing. They
state that this work of art was thought about as one of the canonical books,
since despite its pictorial content, it was stored alongside the textual rolls in
the Manistan’s library (Compendium 3, Compendium 5, Wenzhou Memorial),
i.e, not kept on display as devotional art. This evidence about the eighth-
century and twelfth-century versions of Manichaean picture books is in har-
mony with the educational use of the Hikon/Yuqna as documented in Coptic
and Syriac sources from the fourth century, as well as that of the Ardhang/
Nigar in Parthian and Middle Persian manuscripts that were copied and used
in East Central Asia through the late tenth century.

The Uygur and Chinese Manichaean practice of viewing a picture book in
the course of religious instruction was most likely analogous to how painted
handscrolls were appreciated in medieval China. The Chinese pictorial roll was
a private and elite medium. The practical issues concerning its standard use
are well understood. Accordingly, the Ménhéyi/Tiijing would have been placed
onto a solid surface, such as a table, and opened up for viewing in approxi-
mately two-feet-long increments—never in full length. The individual scenes
of the scroll would have not been accessible all at once, since traditionally

96  For a study about the survival Mani in the local folklore of the region surrounding the
Cao’an Temple across Jinjiang county (Funjian province), see of Wang and Lin 2015,
371—388.

97  WuWenliang 1957, 44—45; also see Lieu 1992, 303—304; 2009, 181-190; and 2012, 65-71.

98 Lieu 2012, 70.
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handscrolls were not designed to be rolled out fully. Using the handscroll in
the course of a Manichaean teaching would have required a person to oper-
ate the scroll by rolling it from scene-to-scene as the instruction proceeded.
Once the sermon was completed, the painted handscroll would have been
rolled up and put away for storage much like the textual scrolls. The nature
of the handscroll format would have allowed only a few people to listen to an
illustrated sermon, requiring them to sit or stand close to the table in order to
see the images. Therefore, not only the value of such a painted scroll but also
the intimate nature of its viewing would have made the teaching and learning
with the Ménhéyi/Tijing a special occasion and a rare event.

The impression that viewing Mani’s collection of pictures was an exclusive
event has already been conveyed by some of the earliest Parthian and Middle
Persian texts from Turfan. Those texts showed that only the highest-ranking
members of the early community had copies of the Ardhang/Nigar (M 5815,
M 5569) and that their copies were often used in well-to-do settings (M 2).
Adding to this, the Chinese practicalities of using a horizontal pictorial
roll joins a growing body of evidence to suggest that the vast majority of
Manichaean laity would not have had an opportunity to meet an elect at the
rank of a Teacher and witness him teaching with Mani’s collection of pictures.
As we have seen, such was the case with Augustine in fourth-century North
Africa, who actually states that he did not know about the existence of any
artistic depictions of Manichaean teachings (Contra Faustum 20:9-10). There is
a reason to think, however, that this rarity of pictorial sermons changed when
the scenes of the Ménhéyi/Tujing started to be depicted as solo images in the
new format of the hanging scroll sometime between the mid eighth century
and the late tenth century.

Primary documentary evidence about the use of what may be an Uygur-
era picture book is found in a depiction of a sermon preserved on an intra-
textual illumination from late tenth-century Kocho (MIx 111 8259 folio 1[?]
recto, Figure 3/4). This Uygur Manichaean Sermon Scene shows six auditors
in the lower half of the composition, seated humbly on their heels, listening
to a sermon performed by two elects in the upper half of the painting. In an
imagined idealized arrangement, the two elects are seated on lotus supports
that grow out from the now-torn middle area of the painting. This torn cen-
tral area of the painting retains bits of green paint, indicating the grass that
originally was painted around a now lost pool of water, from where three lotus
stems emerge. The middle stem grows upwards to support a small folding
table, the covered surface of which is only partially visible along the upper
torn portion of the painting, depriving us from knowing what small object it
held on its surface. Flanking this altar, two elect are shown giving a sermon
apparently illustrated with a rectangular object—a horizontal codex.®® The

99  For the detailed discussion of this bifolio fragment, see Gulacsi 2001a, 56—61. The origi-
nal dimensions and designs of the two folia are fully reconstructable, see Gulacsi 20054,
142-144. For the carbon-dating of these pages to 978 CE + 30 years, see Gulacsi 2003, 8-12.



. -
a: Fragment of manuscript illumination with teacher and assistant elect holding what appears
to be a picture book towards the viewer while giving a sermon to Uygur elite (H: 1.8 cm)

FIGURE 3/4 Uygur Manichaean Sermon Scene, shown from picture-viewing direction, Kocho, late 10th/early nth century
(MIK 111 8259 folio 1 recto, detail, Asian Art Museum, Berlin)
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higher-ranking elect on the right (seated cross-legged) is shown gesturing with
his hands while delivering the teaching. The lesser-ranking elect on the left
(seated on his heels), is holding a horizontal codex with one of its gilded pages
open and pointedly turned toward the viewer.!9° Much of the gold leaf has
flaked off from the surface of this horizontal codex page, taking with it layers
of painted decoration that were originally on its surface. Parts of a red bor-
der along the lower half are intact. In the context of the physical remains of
Uygur Manichaean picture books considered in chapter 5 below, this illumina-
tion is now best explained as a scene depicting an pictorial sermon, known
in Parthian as an Ardhang Wifras, given to members of the Uygur ruling elite.

An example of how a Manichaean Teacher involved an image for an
instruction during the early eighth century is preserved in the Compendium.
It documents that multiple elements of Manichaean doctrine, including its
core teaching about Dualism, were elucidated based on the iconography of
an image—an icon of Mani conveyed in an unspecified medium. Thus, the
Compendium joins five other textual sources that preserve examples of how
Manichaean instructions relied upon the artistic culture from Mani’s time
in Sasanian Mesopotamia until at least the thirteenth century in Song China
(Table 3/4). The other Chinese source in this group is the title of a Manichaean
transformation text written about a cosmological or cosmogonical image
noted in the Fozu Tongji. The earliest examples of Chinese tranformation texts
(bianwen) date from the Tang dynasty (618—907 CE) and were discovered in
Dunhuang. They include both solely textual bianwen manuscripts and sepa-
rate sets of the artistic props used for such “picture recitations” in the form
of horizontal pictorial handscrolls.’?! While most transformation texts known
from China are Buddhist, Zhipan’s passage confirms that the Manichaean com-
munities also took part in generating bianwen literature. The Manichaeans’
practice of teaching with images is clearly not Chinese in origin. It goes back
to Mani himself. Its associated literature (i.e., transcripts of illustrated sermons
and the Ardhang Wifras text) also has an early origin connected to late antig-
uity, when Coptic and Parthian Manichaean literature was still produced. The
Manichaean adoption of the Chinese transformation text genre is relatively
late. It is first attested from the southern Chinese phase of Manichaean history
in Zhipan’s early thirteenth-century source.

A pictorial primary source documents just such a sermon given in front of
a statue of Mani. It is preserved in the main register of a Manichaean hanging

100 The horizontal codex shape and its orientation toward the viewer are distinctly different
from the portrayal of a vertical codex in the Bema Scene (MIK 111 4979 verso), which is
shown held up in front of the chin of an elect, in a position that suggests reading aloud
from a textbook (Guldcsi 2001a, 74-75).

101 Mair argues that the genre of transformation texts in China derived from the tradition of
chuan-pien, a type of oral storytelling with pictures. The folk tradition of pien-storytellers
was a form of lay entertainment (sometimes performed by women) and therefore is
poorly documented in historical accounts (1988, 7-8).
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TABLE 3/4  Evidence of pictorial sermons in Manichaean texts (6 examples)

Coptic Parthian Parthian M. Persian Chinese Chinese
Kephalaion 92 Ardhang Wifras M 4570 M 219 Compendium 2~ Zhipan
Mani'’s Sermon on Sermon on Sermon on Death Sermon on Sermon on Sermon on
Salvation the Ardhang of Mani & Jesus Polemics Mani Cosmology
(mid grd century) (3rd—7th centuries) (3rd-7th centuries) (3rd—gth centuries) (731 CE) (1208 CE)

scroll from the Yuan dynasty (1271-1368 CE) in the collection of the Yamato Art
Museum in Nara, Japan (see Fig. 5/21).1°2 The main scene takes the viewer into
aroom within a “temple of the vegetarians” as identified in the colophon of the
painting.1°2 Inside it, the sacred space is luxurious and formal. A devotional
display dominates the room. It consists of an elegant, red lacquered table set
up as an altar with a gold incense burner and two small containers (most likely
of incense), and a statue of Mani somewhat larger than human scale, seated
on an elaborate lotus pedestal and enclosed by gilded halos. Instead of acts of
devotion, however, the painting shows a sermon in progress. A high-ranking
elect gesticulates as he delivers his instruction. Facing him, a well-to-do lay-
man is seated just as prestigiously as the elect, piously listening to the sermon.
Standing along the sides of the room, the layman’s servant and a lesser-ranking
elect are also present. Unlike the servant, the standing elect is also piously lis-
tening. Kdd Ogul describes a similarly formal setting of a sacred space of a
Manichaean temple in Kocho, when he writes his memoir circa 300 years ear-
lier by mentioning “the glazed and painted statue with the red brocade on its
head (that was) within the great chamber of this sacred and great Manistan.”
In light of the Compendium’s sermon on Mani, it is easy to imagine how the
cult image, an icon of Mani, in a devotional space can be also a visual aide for
religious instruction.

The didactic function of the vertical hanging scroll (kork/zheng) is also
documented in some of these texts (Kdd Ogul, Wenzhou Memorial, Zhipan).
The hanging scroll offers a different viewing experience than the handscroll.
Showing a hanging scroll can be a more public event. Once the vertically ori-
ented painted cloth is open and suspended, the pictorial surface of the kdrk/

102 The definite Manichaean attribution of the painting was first argued by Yutaka Yoshida
(2009a).

103 The colophon written on a stele at the lower left in register 4, reads: “Zhang Siyi from
a parish(?) called Dongzheng, who is a leader of the disciples, together with his wife
Xinniang [from] the family of Zheng make a donation and present respectfully a sacred
painting of Hells to a temple of vegetarians located on the Baoshan mountain. They wish
to provide it as their eternal offering. Accordingly, peace may be kept. [In the year...and
in the...-th month].” The characters for the date at the end of the text are not legible
(Yoshida 2009a, 8).
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zheng is accessible in its entirety. If needed, more than one scroll can be open
at a time and suspended next to one another. In this format, each image can
have its own hanging scroll and be depicted on a larger scale than in a hand-
scroll. The viewers have to be further away from such an image and conse-
quently a larger group of people can partake in the viewing while listening
to its explanation. Once the viewing has finished, this scroll may be left open
for a longer time without damaging its painting. Keeping the hanging scroll
displayed may be preferred in the case of devotional subjects (i.e., an image
of Mani or another deity) that, nevertheless, could also be used in a didactic
manner as a visual display that aided a sermon. In medieval Chinese Buddhist
temples, a statue was the cult image around which paintings would have been
displayed on the walls. The portable format of paintings on silk hanging scrolls
allowed for having images that were needed less frequently, and thus were not
permanently displayed.104

104 Seckel notes how, in a Pure Land Buddhist context, images of lesser deities painted on silk
hanging scrolls functioned as “portable substitutes for sculpted images,” which could be
displayed for special rites inside or outside the main temples as needed (1989, 121).
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Tertiary Records in Post-Manichaean Arabic,
Persian, and Chagatai Texts (11th—17th Centuries)

The historical sources turn silent about the Manichaean communities of
West and Central Asia after the early eleventh century. The followers of Mani
had been persecuted to extinction from Byzantine and Islamicate West Asia,
including the regions of Iran and West Central Asia by the late tenth century.!
Ibn al-Nadim’s elusive reference to Mani’s (Book of ) Pictures (Ar. Al-suwar) in
his Kitab al-Fihrist (987 CE) is a fitting last memento to the vanished world of
the Manichaeans and their didactic art. In East Central Asia, the Uygur rul-
ing elite had also abandoned the Manichaean Church by the early eleventh
century, the events of which are vividly lamented in the memoir of Kdd Ogul
(after 983 CE) including the confiscation and the Buddhist rededication of art
from the manistan of Kocho.?

In the post-Manichaean world of West and Central Asia, the literary memory
of Mani’s paintings has persisted. Authors, who had never seen Manichaean
art and in most cases never read any Manichaean texts on art, rely on ear-
lier literature on this subject to create their own tertiary accounts written not
only in Islamic, but also secular and, in one case, Zoroastrian settings. The
survey below ends with the seventeenth century and includes all major cur-
rently known references made by learned authors of the Seljuk, Ghaznavid,
Ilkhanid, Timurid, Safavid, Mughal, and Ottoman Empires. They discuss Mani’s
collection of didactic paintings in succinct lexicographical entries on the term
Arzang® and compose historicizing tales on Mani as a legendary pre-Islamic
prophet and painter, who used pictorial art for proselytizing and painted
images in a book titled the ArZang. Their stories on Mani’s false prophethood
are embellished with motifs of classical literature, such as the “cave of a sage,”
“skill of a painter,” and “heavenly book of a prophet.”

The survey below considers fourteen tertiary texts on Manichaean didac-
tic art from post-Manichaean Central Asian, Iranian, Indian, and Ottoman
Turkish literature (Table 4/1). They were selected based on the fact that they

1 Lieu1994, 216.

2 See Chapter 3, above.

3 The texts quoted below from various modern editions and translations employ different ways
of transliterating Persian script into Latin script, producing such variants as Arzang, Arjang,
and Erzgheng. I have regularized their rendering as ArZang based on the Encyclopcedia
Iranica Online, s.v. “ARZANG,” accessed June 05, 2013 (http://[www.iranicaonline.org/articles/
Arzang-mid). However, there are some further variants found in other original Persian texts,
where -7- is replaced by -th- or -t-. These cases have been preserved.

© KONINKLIJKE BRILL NV, LEIDEN, 2015 DOI 10.1163/9789004308947_006
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TABLE 4/1  Tertiary textual sources on Manichaean didactic painting in Arabic, Persian, and Chagatai
languages (14 texts)

TERTIARY TEXTS IN ARABIC DICTIONARIES (3 TEXTS) TERTIARY TEXTS IN PERSIAN (6 TEXTS)
(1) Marwazi, Kitab taba’i al-hayawan (1120 CE) 1) Abual-Ma‘ali, Bayanu -Adyan (1092 CE)
(2) Sam‘ani, Kitab al-ansab (before 1166 CE)

(3) Katip Celebi, Kashf al-zunan’an (1657 CE)

(

(2) ‘Awfi, Jawame’ al-hekayat (before 1232 CE)

(3) Mirkhwand, Rawdat al-safa (1498 CE)

(4) Khwandamir, Habiib al-siyar (1524 CE)
TERTIARY TEXTS IN PERSIAN DICTIONARIES (4 TEXTS) (5) Dust Muhammad’s Account (1544 CE)
(6)

(1) AsadiTasi, Lughat-i Furs (ca. 1060 CE) Dasatir (before 1624 CE)

(2) Fakr-e Qawwas, Farhang-e Qawwas (1315 CE)
(3) Shams-i Munshi, Sihahu'l-Furs (1328 CE) TERTIARY TEXT IN CHAGATAI (1 TEXTS)
(4) Jamal al-Din, Farhang-i Jahangiri (1608 CE) (1) Chagatai story about false prophets (no date)

go beyond merely mentioning the Arzang. They discuss it as a work of art, note
not only its title and attribution, but at least one other of its characteristics:
date, appearance, content, or function. Three such discussions are in Arabic,
which became the literary language of Iranian intellectuals during the first
three centuries following the Arabic conquest (650—950 CE). Ten of them are
in Persian (Farsi), which replaced Middle Persian as the literary language of
Iran starting from the tenth century and was also used in the imperial court of
Mughal India. One text is in Chagatai, the Turkic language that was the literary
language of the Chagatai Khanate (1226-1687 CE) in Central Asia, so named
after Chagatai, the second son of Jinghiz Khan.

Survey and Analysis: Asadi Tusi (1060 CE), Abu Al-Ma‘ali (1092 CE),
Marwazi (Bef. 1125 CE), Anonymous Chagatai Author (No Date),
Sam‘ani (1166 CE), ‘Awfi (Bef. 1232 CE), Fakr-E Qawwas (1315 CE),
Shams-I Munshi (1328 cg), Mirkhwand (1498 cE), Khwandamir
(1524 cE), Dust Muhammad (1544 CE), Jamal Al-Din (1608 CE),
Azar Kayvan (Bef. 1624 CE), and Katip Celebi (1657 CE)

The fourteen passages surveyed below divide evenly into two genres. Seven
of them are entries in dictionaries or encyclopedias written to explain the
archaic foreign term (Ar./Pr./Chag.) Arfang (< Parth. Ardhang) as ‘the title of
Mani’s collection of images.” The other seven are from polemical tales. They
center on Mani’s prophethood, which Mani proved to his followers by his col-
lection of paintings. Despite their distinct genres, the subjects of these pas-
sages are uniform in two regards: they take their readers back to the mid-third
century and focus on Mani’s own Book of Pictures and its canonical images.
Although none of the authors had access to Manichaean art, let alone an
actual copy of the Manichaeans’ canonical volume of paintings, three of



TERTIARY RECORDS IN POST-MANICHAEAN ARABIC, PERSIAN, & CHAGATAI TEXTS

them (Abu al-Maali, Marwazi, and the author of the Chagatai story) seem
to demonstrate some knowledge of Manichaean textual sources based on
earlier (and now-lost) secondary accounts, which they do not credit. Others
do acknowledge and sometimes quote (‘Awfi, Shams-i Munshi, Asadi Tuasi),
paraphrase (Marwazi, the Chagatiy story, Mirkhwand), or copy word-by-word
(Chandamir) earlier writings on this subject.

1 Asadi Tust’s Dictionary (Lughat-i Furs, ca. 1060 CE)
Abu Mansur Ali ibn Ahmad Asadi TasI (ca. 1000-1073 CE) was a Persian poet,
linguist, and copyist originally from the city of Tas (now Mashhad) in the
Khorasan province of northeast Iran. Serving at the regional court of Abu Daluf
(r. mid eleventh century) in the province of Arran, in what is today Azerbaijan,
Asadi is credited with introducing the tradition of Persian poetry into this
western region of Iran, which at that time was mostly ethnically Parthian.
Asadi is also known as the most important successor to the revered Persian
poet Ferdowsl (940-1020 CE), who was also from Tas, and famously notes
Mani as a great painter in his Book of Kings (Sah-nama, ca. 977 CE), although
stops short of mentioning his paintings. One of Asadi’s three major works, the
Lughat-i Furs (Vocabulary of the Persians), is the oldest Persian monolingual
dictionary. Following the models of Arabic lexicography, it contains explana-
tions of archaic terms, quotations from poetry, and valuable information about
the poets. In addition, it features a lexicon of rare words used in the Dari lan-
guage, as seen in his entry on Mani’s Arthang. Darl was the spoken and written
vernacular of the Sasanian royal court that was still used by the inhabitants of
Azerbaijan during Asadi’s time when this part of Iran was under Seljuk rule
(1037-1194 CE).4

In this brief entry on what he calls the Arthang, Asadi provides a succinct
explanation, which is supplemented with an even briefer remark concerning
the etymology of this archaic word in the above noted Dari language. Details
of this etymology and/or the original connotation of arthang are not provided.
Asadr’s brief entry reads as follows:

Arthang: It was (the title) of a book (Pr. kitab) of figures by Man1. And I
have seen the same word in the Dari language, from which it derives.

This entry discusses the designation, the origin, and the appearance of Mani’s
collection of didactic paintings. ‘Asadi states that during his time Arthang was
a word with an unknown etymology, used only as a title of a specific book. He
points out its pictorial nature. He confirms that it was a book, but falls short
in specifying its design, since the Arabic loanword kitab can reference a codex

4 Gibb1g79, vol.1,685-6; Gouws 2011, 2447 and 2477; Reeves 2011, 121; and 284; and Encyclopcedia
Iranica Online, s. v. “ASADI TUSI,” accessed June o5, 2013 (http://www.iranicaonline.org/
articles/asadi-tust).

5 Reeves 2011, 121.
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in Persian, but may not necessarily indicate such a format. In addition, ‘Asadi
attributes it to Mani and by doing so he implies that the Arthang dates back to
the era of Mani’s ministry, that is, the middle of the third century.

2 Abu al-Ma‘alt’s Proofs of Religions (Pr. Bayanu ‘-Adyan, 1092 CE)
Abu al-Ma‘ali Muhammad ibn ‘Ubaidulla was a Ghaznavid historian who lived
between middle of the eleventh century and the early twelfth century. Data
on Abu al-Ma‘ali’s life is scant. As his partially surviving genealogy shows, his
family was Alid (claiming descent from Ali, the first imam, and Fatima, the
daughter of the prophet Muhammad) and belonged to the intellectual elite
of West Central Asia for generations. During the second half of the eleventh
century, Abu al-Ma‘ali worked in Ghazna (Ghazni), the rich capital city of the
Ghaznavid Empire (963-1151 CE), located today in eastern Afghanistan. This
city became an important cultural center under the rule of Sultan Mahmud
(r. 997-1030 CE), who populated his court with scholars, philosophers, and
poets, appropriately for a monarch of a new dynasty aiming to legitimize its
rule over Iran. Abu al-Ma‘ali had close ties to this court as a historian under the
reign of Mahmud’s grandson, Sultan Ibrahim (r. 1059-1099 CE).6

Completed in 1092 CE, Abu al-Ma‘ali’'s Baydnu al-Adyan is one of the first
books written that describes different religions. Its first volume concerns pre-
Islamic prophets, such as Mani, who is not accepted as a prophet in Islam. In
addition to a brief summary of Mani’s doctrine, Abu al-Ma‘ali mentions Mani’s
legendary skill as a painter together with Mani’s famous didactic paintings.
Uniquely, Abu al-Ma‘ali records the existence of a volume of these paintings in
the imperial treasury of Ghazna during the late eleventh century. His passage
reads:

The doctrine of Mani: This was a man who excelled in the art of paint-
ing. He manifested himself among the Magians at the time of Shapur
b. Ardasir and pretended to be a prophet. His proof [for this claim] was
artistry with the pen (ie., calligraphy) and painting. They say that on
a piece of white silk he could draw a line in such a manner that when
they extracted a single silk thread that line disappeared. He composed
(Pr. kardanlit. ‘do, make’) a book (Pr. kitab) having many kinds of pictures
(Pr. tasvir), which they call the ArZang of Mani, and it is in the treasury at
Ghazna. His system was the same as that of Zaradusht, and he professed
a dualist doctrine, an example of which we next make mention.”

Abu al-Ma‘ali’s passage from 1092 CE constitutes the earliest discussion known
today of Manichaean didactic paintings by a Central Asian historian. Besides
reiterating the usual data on the name, origin, date, and content, this passage

6 Encyclopeedia Iranica Online, s. v.“ABU’L-MA’ALI,” accessed June o5, 2013, http://www.irani-
caonline.org/articles/abul-maali-mohammad-b.
7 Reeves 2011, 121; and Asmussen 1965, 10.
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is especially relevant for its data on the appearance and secular aesthetic func-
tion of Mani’s painted work in late eleventh-century Ghazna.

While referring to Mani’s collection of paintings as a prophet-wonder for
the very first time, Abu al-Ma‘ali provides familiar data about its designation,
origin, and date. He uses “ArZang” as an archaic foreign term and the authentic
Manichaean title: “they call it the ArZang of Mani” He further strengthens this
attribution by emphasizing Mani’s legendary artistic skills involved in the cre-
ation of the ArgZang, which is pointed to here as the reason behind the ArZang’s
fame. Abu al-Ma‘ali states that the ArZang was made by Mani, which can be
understood as a reference to Mani’s intellectual authorship. As a man of letters
accustomed to considering written texts valued for preserving the ideas of an
author through later copies, Abu al-Ma‘ali writes about the ArZang as the title
of a book that preserves Mani'’s thoughts (rendered in visual means), whose
authenticity is not compromised by copying. Therefore, it is most likely that
he meant a mediaeval edition of Mani's ArZang was held in the treasury of
Ghazna.8

Abu al-Ma‘al’s passage is unambiguous on the appearance of this late
eleventh-century ArZang, affirming its book format, painted character, and
high artistic quality. He alludes to the book format only by using the Arabic
loan word kitab (lit. ‘book’). He does not specify its material or its design.?
Nevertheless, by stating that Mani’s ArZang consisted of “various kinds of pic-
tures,” he also suggests that it was a picture book with a collection of paintings.
He does not mention any written components. This fact rules out interpreting
Abu al-Ma‘al1’s remark as a reference to an illuminated textbook. Further sup-
porting the solely pictorial character of the ArZang is the way Abu al-Ma‘ali
elaborates on Mani’s skills as a painter. Appropriate for the sophisticated intel-
lectual milieu of eleventh-century Ghazna, he employs a literary motif from
classical Greek literature!® that measures the skill of a painter by the delicacy
of the line he paints. Thus, we learn that the ArZang that Abu al-Ma‘al1 writes
about was a portable pictorial work of art, a solely pictorial book, admired for
its impressive artistic quality. Although Abu al-Ma‘ali knew that Mani'’s Arzang
was being held in Ghazna during his time, his prose does not indicate that he
personally saw this legendary work of art.!!

8 Could the Arzang held in the Ghaznan treasury have been the Arzang that Mani himself
used? That is what Abu al-Ma‘ali seems to imply by emphasizing Mani’s artistic skills and
his life during the early Sasanid. The picture book that Mani had with him when he died
was given to Sisin (M 2). Although that very edition was most certainly kept as a holy relic
stored as a sacred treasure, the rest of its provenance is lost.

9 For a fragment of a solely pictorial Manichaean codex, see Fig. 5/4, below.

10 In Pliny’s Natural History (Book 35. 36/81ff), the skill of Protogenes and Apelles are mea-
sured by the fineness of the lines they could paint (see Rackham 1938, 9:321-322).

11 In Schefer’s view, Abu al-Ma‘ali saw the Arzang (1883-85, Vol. 1, 133). For an overview of
further references, see Reeves 2011, 121, note 263.
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Concerning the ArZang’s content, Abu al-Ma‘@ali imparts only indirect
remarks that imply a doctrinal nature. He discusses the Arzang under the sub-
title, “the doctrine of Mani,” and suggests that this painted book functioned as
the mark of Mani’s prophethood. In addition, he implies that Mani conveyed
his prophetic message in a “book having many kinds of pictures.” Thus, Abu
al-Ma‘ali connects Mani’s teachings with Mani's Arzang.

A variety of functions are noted in connection with Mani’s book of “many
kinds of pictures” in Abu al-Ma‘ali’s passage. Most importantly, he records that
the ArZang was valued as a work of art outside of the Manichaean world and
thus played a secular aesthetic role in eleventh-century Central Asia. He men-
tions that Mani's ArZang was housed in “the treasury at Ghazna,” referencing
the imperial treasury at the capital city of the Ghaznavid Empire. By noting this
setting, Abu al-Maali confirms that the ArZang’s attraction reached beyond its
original Manichaean context during his time. It was viewed as an object of
value, a collection of “many kinds of pictures,” a work of art created by Mani in
the early Sasanian era, who was known not just as a pre-Islamic prophet, but
more-and-more as a famous artist—*“a man, who excelled in the art of paint-
ing” from “the time of Shaptr the son of Ardasiy,” that is, Shaptr1 (242—272 CE),
the second ruler of the Sasanid Empire. In addition, he implies that the ArZang
also played a religious didactic role in its original Manichaean setting, since it
was painted by a prophet for his followers to visually communicate his teach-
ings. Finally, Abu al-Ma‘ali implies that the Arzang fulfilled the role of prophet-
wonder, since he writes that Mani’s “proof [for his prophecy] was artistry with
the pen and painting” in “a book having many kinds of pictures.”

3 Marwazi’s Book on the Nature of Living Beings (Ar. Taba’@
al-hayawan, before 1125 CE)

Sharaf al-Zaman Tahir al-Marwazi (ca. 1056—after 1120 CE) was an ethnically
Persian native of the West Central Asian oasis city of Merv located in what
is today Turkmenistan. Although very little is known about Marwazi’s life, it is
clear that he served as a physician to the Seljuk sultan Malik-Shah 1 (1. 1077—
1092 CE) and possibly to his successors down to Ahmed Sandjar (r. 118-
1157 CE). Marwazl is best remembered as the author of the Book on the Nature
of Living Beings (Ar. Taba’’ al-hayawan), which he finished sometime before
125 CE.!2 While primarily a zoological treatise, this work contains discussions
on the human geography of Central Asia, China, and India, based on hearsay
accounts, personal experiences, and quotes from earlier literature. Originally
composed in Persian, the text survives today in Arabic translation interspersed
with local terminology in Persian and Turkic languages.'3

12 Encyclopaedia of Islam (Brill 1991), vol. 6, p. 628; Last date mentioned in the book is 1120/
21 CE, and al-Marwazi was still active in 1125 CE (Kruk 2001, 51).

13 The latter parts of the books were edited and translated by Vladimir Minorsky, see
Minorsky 1942; and Iskandar 1981, 266—312.
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In the passage below, Marwazi discusses the prophet Mani, including his
skill as a painter, his teachings, the books he wrote, his exile from Iran and sub-
sequent travels in India, Tibet, and China, where Mani painted his propheti-
cal proof—the Arthang. Dating from the early twelfth century, this narration
is the earliest currently known version of a tale about Mani’s false prophet-
wonder, much repeated in later Persian literature, in which Mani tries to fool
his followers about his heavenly trip and divine gift by hiding in a cave and
painting a picture book. Standard elements of this story seen for the first time
mention Mani (1) traveling through China, (2) finding a remote cave in the
mountains, (3) secretly storing enough food for a year, (4) telling his followers
that God summoned him for a year, (5) descending into the cave to create the
remarkable painted book (in the format of a scroll), (6) after a year emerg-
ing from the cave with the painted book, (7) claiming it to be a gift from God,
and (8) convincing his followers, through its amazing beauty, that he is a true
prophet. The passage reads:!*

Someone whose condition was similar to this was Mani, the false prophet.
He was important and had many followers. He was born in Babil in a vil-
lage called Mardinai (MS Nardinii) near the upper Nahr Katha. He used to
have recourse to religious knowledge that gave him a piety that nobody
could equal. He was also so skilled in drawing and making pictures that
he used to spread out a piece of Chinese silk with a length of more than
twenty cubits (9.14 m or 30 feet), and pick up the khama, the painter’s
brush, and draw a line on the cloth from the beginning to the end in such
as way that the line never went beyond the edge of a silken thread of the
warp. He could draw a circle out of the hand, and when one put the com-
pass on it, it would exactly coincide with it.

He was a pupil of the sage Qadrin, and had acquainted himself with
the doctrines of the Christians, the Magians and the Dualists. In the time
of Shapur b. Ardashir he went out and proclaimed himself to be a prophet.
He said: “Wisdom and pious deeds have always from time to time been
brought by the messenger called Buddha to the country [al-Hind] and in
another by Jesus to the land of the Arabs. In this last age prophethood
comes to me and through me. I am Mani, the messenger of the God of
truth to the land of Babil” He preached of the empire of the worlds of
light and said that light and darkness are without beginning and end. He
absolutely forbade the slaughter of animals or to hunt them and to hurt
the fire, the air, the water, and the earth. He established laws that were
obligatory to the Manichaean ascetics: to prefer poverty, to suppress
cupidity and lust, to abandon the world, to be abstinent in it. He forbade
them to store anything except food for one day and dress for one year,
and to live in monogamy, and more of such laws, viz. to give as alms the
tithe of their property, to fast during the seventh part of a lifetime, and

14  This quote is taken from two complementary translations as noted below.
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continually wonder about the world, preaching his doctrines and guide
people into the right path, and to remove everything that troubled them
and gave them pain.

Many people believed in him and followed him. He composed many
books, such as his Gospel, which he arranged according to the twenty-
two letters of the alphabet, and he said that he was the Paraclete
announced by the Messiah, and that he was the Seal of the Prophets.!>
He composed the book al-Shabiragan, the Treasury of Stories (i.e.,
the Treasury of Life), the Book of Confusion (i.e., the Book of Giants), the
Vessel of Secrets (i.e., the Book of Mysteries), and many other epistles and
treatises.!® He maintained that he explained in extenso what had only
been hinted at by the Messiah.

Then King Shapur expelled him from his realm, taking as ground that
which Zaradusht has prescribed about banning false prophets from
the country, and made it a condition on him that he should not return.
He then disappeared to India and preached there, and many people
answered his call. From there he went to Tibet and called people to his
religion. They answered him and accepted him. He prescribed laws to
them, and took many pictures (tasawir) and visual representations
(tazvig) and the making of images (tamathil) as the way of worshiping
and seeking favor with God, exalted is He.l”

He (Mani) often traveled through the wilder regions of China and its
mountains, and one day he passed by a fissure in the mountain leading to
a remote cave. He sent someone into it to ascertain its suitability as an
abode, and he reported back to him that at its bottom was a large bright
spacious area and fresh water. He endeavored to collect there enough
food and clothing to last for him for a year and he also gathered there
things producing decorations. Then he said to his followers: “God Most
Exalted has summoned me, and it is necessary to go to Him and remain
in his presence.” He fixed a time for them regarding his return and said:
This fissure in the mountain will be my path to him. I will go down it and
will not need food or drink until I return. He charged his followers to
bring him his riding animal every day to the opening of that fissure.

Then he descended into it, remained alone, and collected his ideas. He
had taken a scroll that resembled paper, but which was very fine and
completely white. He painted it with remarkable images, and he drew
pictures of every (kind of) demon and crime, such as robbery, fornica-
tion, and so on, and beside the crimes the required punishments and he
drew underneath the illustration of each demon a picture of what it pro-
duces. He completed this during the period, which he had fixed.

Kruk 2001, 55.
Reeves 2011, 93.
Kruk 2001, 55-56.
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Then he came forth from the cave with the illustrated scroll in his
hand. He said: “I have been alone with my Lord, and He has commanded
me to establish His ordinances. This is the book that comes from God
Most Exalted!” They looked at it and saw that a human being would
be incapable of producing its like or its equal, and so they believed
him. He named this (scroll) Arthang, and it still exists today in the librar-
ies of their rulers under the name ‘Arthang of Mani. Its antiquity is
confirmed.!®

Marwaz1'’s version of a story about Mani’s false prophet-wonder contains a rel-
atively rich body of evidence. His passage is especially informative about the
appearance and content of the Arthang, but it discusses also its name, origin,
and function.

Marwazi’s story confirms familiar facts about the designation, origin and
dates of Mani's collection of didactic paintings. In addition to being the title
of Mani's painted work, the Arthang is now also Mani's prophet-wonder.
Marwazi’s polemical prose pointedly portrays Mani as the actual painter
of the Arthang. This attribution, however, serves to discredit Mani as a true
prophet, since instead of ascending to heaven and receiving the Arthang as a
gift from God, Mani makes the Arthang himself. This attribution implies that
the Arthang dates from the mid-third-century era of Mani’s ministry (240—274/
277 CE). In addition, Marwazi also mentions the 12th century by noting that
Mani’s Arthang was preserved during his own time in libraries of the rulers,
who reign over “the wilder regions of China”

Refreshingly detailed is Marwazi’s discussion of the Arthang’s appearance,
noting various physical properties to characterize a pictorial roll of remarkable
artistic quality. He refers to its portable book format as being in the shape of a
scroll by stating that Mani “came forth from the cave with the illustrated scroll
in his hand.” He discusses the high quality of its material—that it “resembled
paper,” and “was very fine and completely white.” He specifies that it was an
“illustrated scroll,” that is, a solely pictorial scroll, since Mani covered its surface
with “remarkable images.” Furthermore, Marwazi remarks about the layout of
this scroll, noting that it contained multiple scenes paired in a didactic man-
ner: “(Mani) drew pictures of every (kind of ) demon and crime, such as robbery,
fornication, and so on, and beside the crimes the required punishments and he
drew underneath the illustration of each demon a picture of what it produces.”
Based on this, we may imagine a row with scenes of crimes and beneath them
a corresponding row with scenes of punishments, and analogously, a row with
portraits of various demons and beneath it a row with scenes of the demons’
deeds. In addition, Marwazi emphasizes the superb artistic quality of Mani’s
Arthang by stating not only that the material of the scroll “was very fine and

18 Reeves 2011, 122.
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completely white” and that Mani “painted it with remarkable images” but also
that its art passed for a divine creation—that of a prophet-wonder. In the story,
Mani claims that “this is the book that comes from God Most Exalted,” while
his disciples “looked at it and saw that a human being would be incapable of
producing its like or its equal, and so they believed him.” In other words, the
Arthang was considered a masterpiece of a great artist.

Marwazi conveys the doctrinal content of the Arthang by focusing on two of
its subjects—eschatology and theology. He notes how certain scenes showed
images of human eschatology by depicting crimes and their post-mortem pun-
ishments. The documentary value of this statement is corroborated by actual
images of punishment in Manichaean art surviving within its Chinese pictorial
corpus, where in one case fiery tortures of hell are shown in connection with
the depiction of “judgment after death” in order to warn the Manichaean laity
about the dangers of bad reincarnation (Yamato Bunkakan scroll). In addition,
Marwazi states that other scenes of the Arthang showed, what we may catego-
rize as a theological subject, by depicting portraits of demons and scenes with
their deeds: “he drew pictures of every (kind of) demon” and “underneath the
illustration of each demon a picture of what it produces.” In a dualistic system,
such as Manichaeism, teachings of theology may include arrays of both dei-
ties (pantheon) and negative mythological beings (pandemonium). Therefore
Marwaz1's claim may mean an actual visual catalogue of demons symbolizing
forces of darkness. List of gods and demons together with their deeds are well
attested in Manichaean literature.!®

Concerning the function of Mani's Arthang, Marwaz1's data is three-fold.
First, his passage conveys how the Arthang was used in the service of conver-
sion by describing it as a pictorial tool that communicated Mani’s teachings.
We learn that it contained a series of images that were paired in order to facili-
tate the effective visual rendering of a religious message. Second, Marwaz1
mentions that the Arthang remained a valued work of art outside of its original
Manichaean context, in his words, it “still exists today in the libraries of their
rulers under the name ‘Arthang of Mani” Here Marwazi refers to the rulers of
“the wilder regions of China.” Third, he notes the Arthang’s role as a prophetic
miracle in Iranian literature, while writing about it as a divinely inspired work
of a great painter that was the foundation of Mani’s prophetic mission and
used for conversion.

4 An Anonymous Chagatai Translation of a Story about False Prophets
(no date)

A unique version of the story about Mani artistic sojourn in the cave is pre-

served in a manuscript written in the Chagatai language, housed today in

an Uygur private collection in Xinjiang Uygur Autonomous Region of China.

19 For an overview, see Tab. 6/8, below.
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The bulk of this codex (pages 1—498) is devoted to a prose translation of the “Sea
of Wisdom” authored by a seventeenth-century Persian poet, Sayh ‘Inayatu’llah
(d.1677 CE). The second part of the book (pages 501-529) contains anonymous
polemical stories under the collective title “Those Who Falsely Claimed To Be
Prophets.” Thirteen stories are told in the latter text, including one about the
life of Mani, titled in red ink simply as “[A] Story."2°

Determining the date of origin of the latter text about Mani’s life is prob-
lematic. The book contains two colophons with two different dates twenty-one
years apart. The earlier of the two is the year 1898, noted at the end of the text
on page 498. The later date with the year 1919 is noted on the scribble pages
at the beginning of the book.?! But, as noted above, the book collects consid-
erably older texts. The “Sea of Wisdom” is securely dated to before 1677 CE,
based on its author. The sources of the thirteen false prophet stories are not
explicitly identified. Among them, Mani’s story is unique. On the one hand,
it shows clear ties to themes attested in the Persian legends about Mani dat-
ing from between the twelfth and sixteenth centuries. On the other hand,
this Chagatai version includes an unusually detailed doctrinal discussion that
accurately lists various important aspects of Manichaean teachings, displaying
information superior to that found many later polemical tales about Mani and
the cave. Therefore, it could not have depended solely on derivative accounts.
In addition to such accounts, it seems to incorporate data from some earlier
literature with close ties to primary Manichaean sources.

In fact, this anonymous Chagatai text displays close ties to Marwazl's
account from the twelfth century (Table 4/2, also see Tab. 4/4).22 About one
quarter of the story is devoted to listing essential elements of Mani’s teachings,
including metaphysics (dualism), theology (three of the four Primary Prophets
of Manichaeism and Mani’s ties to Jesus), as well as ethics to guide the con-
duct of the elect (poverty) and that of the laity (no killing, righteous conduct,
poverty, monogamy, fasting, and alms service). The anonymous author of this
story does not connect these teachings to didactic paintings. Nevertheless, the
list starts with dualism, routinely noted in numerous other accounts in con-
nection with the doctrinal content of Mani’s collection of images; and it men-
tions not only the primary prophets, which form an essential part of Mani’s
doctrine depicted in later Manichaean didactic art, but also Mani’s associa-
tions with Jesus.

20  For the critical edition of the text, see Tezcan and Yakup 1999.

21 The exquisite scribal workmanship in Naskh style observed throughout the book indi-
cates one scribe (Tezcan and Yakup 1999, 66).

22 The discussion of doctrine (151 words) in the English translation of the story (673 words)
takes up almost one quarter (22%) of the prose.
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TABLE 4/2 Manichaean doctrine noted by Marwazi (1121 CE) and in the Chagatai story (no date)

I. METAPHYSICS

DUALISM “He preached of the empire of the worlds of light and said that light and darkness are
without beginning and end” (Marwazi).
“Light and darkness are primordial” (Chagatai story).
II. THEOLOGY
PRIMARY PROPHETS “Wisdom and pious deeds have always from time to time been brought by the messenger

MANTI'S TIES TO JESUS

called Buddha to the country [al-Hind] and in another by Jesus to the land of the Arabs.

In this last age prophethood comes to me and through me. I am Mani, the messenger of the
God of truth to the land of Babil” (Marwaz1).

“God sends a prophet in every age. At the time of Gushtasb he sent Zoroaster. At another
time, he sent Jesus to the Arabs. Now, in this age, He has made me a prophet and has sent me
to you. I will teach you the sacred law” (Chagatai story).

“He said that he was the Paraclete announced by the Messiah, and that he was the Seal of
the Prophets. [... and] maintained the he explained in extenso what had only been hinted at
by the Messiah” (Marwazi).

“I am that prophet whose coming is predicted by Jesus. I am the last of the prophets. Every
word that Jesus uttered, I will explicate” (Chagatai story).

III. ETHICS: PRECEPTS FOR THE ELECT

POVERTY “He forbade them to store anything except food for one day and dress for one year”
(Marwazi).
“Provisioning is unlawful (i.e., storing food for more than a day)” (Chagatai story).
IV. ETHICS: PRECEPTS FOR THE LAITY
NO KILLING “He absolutely forbade the slaughter of animals” (Marwazi).

RIGHTEOUS CONDUCT

POVERTY

MONOGAMY

FASTING

ALMS SERVICE

“It is unlawful to kill any kind of animal” (Chagatai story).
“...to hurt the fire, the air, the water, and the earth” (Marwazi).
“It is unlawful to harm the poor and any kind of animal” (Chagatai story).
“...to prefer poverty” (Marwazi).

“Poverty is better than wealth” (Chagatai story).

“...to live in monogamy” (Marwazi).

“Having more than one wife is unlawful” (Chagatai story).
“...to fast during the seventh part of a lifetime” (Marwazi).
“Fasting one-seventh of one’s life is required” (Chagatai story).
“...to give as alms the tithe of their property” (Marwazi).
“Giving a tithe from one’s wealth is required” (Chagatai story).
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The anonymous passage quoted below adds a unique twist to the Persian
literary tradition by taking the polemics of Mani’s false prophet-wonder story
further. In this Chagatai version, Mani fabricates a box that only resembles a
marvelous painted book on its exterior surface. The core discussion of Mani’s
Arzang, however, echoes closely that of the above-mentioned Marwazi. The
text reads:

Story: It is related in history that a certain man claimed to be a prophet. It
was the painter Mani. He was acclaimed by many people. He was born in
Babylon, and was without rival in painting. One of his miracles is that
would cut out (?) twenty ells of silk cloth equally, so that when one mea-
sured them with a rod they would absolutely the same. He was a student
of the philosopher Qanun (?), and he also knew well the books of the
Christians and the Magians. He claimed to be a prophet at the time of
Shapar son of Ardashir.

Mani said: ‘God sends a prophet in every age. At the time of Gushtasb
he sent Zoroaster. At another time, he sent Jesus to the Arabs. Now, in this
age, He has made me a prophet and has sent me to you. I will teach you
the sacred law. You should know that light and darkness are primordial.
It is unlawful to kill any kind of animal. It is unlawful to harm the poor
and any kind of animal. Poverty is better than wealth! He also said:
‘Provisioning is unlawful—i.e., storing up food for more than one day.
Having more than one wife is unlawful. Giving a tithe from one’s wealth
is required. Fasting one seventh of one’s life is required. And he said: ‘Tam
that prophet whose coming is predicted by Jesus. I am the last of the
prophets. Every word that Jesus uttered, I will explicate.

When Shapur was informed about Mani’s activities, he expelled him
from his kingdom and said, ‘If you ever return to this country, I will cer-
tainly put you to death.’ Later he went to Kashmir and India and propa-
gated his religion. The people of Turkistan accepted his claim. In India,
he made idols (Chag. butlar) and led the people astray with his painting
(tasvir). On the way to China there are many mountains: He wandered in
those mountains and never stayed long in one place. Finally, he took up
residence in a cave. [...] During one year he made a box (Chag. kuti) out
of paper, clear and white like an eggshell. He painted marvelous and curi-
ous pictures on that box, completing it in one year. At the end of the year
all the people gathered in front of the cave. And on the specified day
Mani emerged with a box in his hands. He said: ‘I declare to you the com-
mands of the God of Heaven. The thing in my hand is a book (kitab),
revealed by the God of Heaven. The people were amazed when they saw
this and accepted his claim. They called the book the ArZang of Mani.
That box is still preserved in the treasury of the Chinese emperors.

When Mani had subjugated that land, he longed for the land of his
birth, and so he returned to Iran. Because all of his wishes had been ful-
filled in Turkistan, he thought that it would be the same in Iran. Now
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[Shaptr, son of ] Ardashir, who was king when he left, had died. He was
succeeded by Hormuz,?2 and after him by Bahram. When Mani returned
to Iran and propagated his religion, Bahram summoned him and asked,
‘What is your intension and what is your faith? Mani explained his doc-
trine and said, ‘A man’s spirit is imprisoned inside his body. When his
breath is cut off, the bird of his spirit flies out from the breath, and that
light is freed from its prison. Bahram said, ‘If that is so, then is death bet-
ter than life?” Mani replied, ‘Death conveys a man to eternal life. This
transitory life is bound up with desire and sensuality’ Bahram said, ‘So,
for you, death is better than life! He went on, ‘We will act according to
your own doctrine and free your spirit from your body. You made an
agreement with my father that if you return to Iran, you would be put to
death. And so he ordered Mani to be skinned alive, stuffed with straw,
and hung on the city gate. In Nishapur that gate is called Mani'’s Gate.2*

This undated Chagatai story contains familiar data on the question of desig-
nation, origin, appearance, content, function, and date of this art. Although
flavored by the customary polemical tone and some fictional remarks (i.e.,
situating the making of the ArZang in China and that of the other tasvir to
India), the story emphasizes the doctrinal content, instructional role, and early
Sasanian origin of Manichaean art, as well as its purposeful creation and use
by Mani.

This text employs two distinct designations to connote two distinct works of
art as Mani’s paintings. While discussing Mani’s travels, the first reference is to
tasvir, which is a Persian loanword in Chagatai connoting ‘painting’ noted here
in connection with images (“idols”) that Mani makes while in India. The sec-
ond reference concerns the Arzang that connotes the ‘title of Mani’s prophet-
wonder, which Mani made while traveling in China. The unusual presence
of these two works of art most likely is due to two distinct sources that sup-
plied the anonymous author of this text, one of whom was either Marwazi or
another, unknown author upon whom Marwazi also relied.

Mani’s artistic activities are dated precisely to the early Sasanian era by men-
tioning in chronological order the four kings, who ruled Iran in Mani’s time:
Ardashir 1 (r. 221-240 CE), Shapur 1 (r. 240—272 CE), Hormuz I (r. 272—273 CE),
and Bahram 1 (r. 273—276 CE). The story correctly states that Mani’s ministry
began under Shapur and concludes by discussing Mani’s death under Bahram,
the events of which are embellished in light of a traditional account often seen
in the Islamic context: the king “ordered Mani to be skinned alive, stuffed with
straw, and hung on the city gate.”2>

23 Shapur is named as the son of Ardashir and as the king, who ruled during Mani’s early
ears in the first part of the story.

24  Tezcan and Yakup 1999, 7072 with bracket added.

25 For a similar account, see FerdowsT’s version of Mani’s death as narrated in his S@h-nama,
quoted below.



TERTIARY RECORDS IN POST-MANICHAEAN ARABIC, PERSIAN, & CHAGATAI TEXTS

The appearances of both works of art are noted. The pictorial nature of the
tasvir is indicated by the connotation of the designation used for it. While
the format and material of this tasvir is not discussed, numerous remarks are
provided in connection with the ArZang’s appearance. We are informed that
it looked like a book (kitab) and that it was made of “high quality paper” Its
pictorial character is emphasized by stating that it was “covered with painted
images.” The reader learns also that it was impressive, since its pictures were
“marvelous,” and elaborate, since it required a full year to paint. The polemi-
cal tone of this story introduces a twist that is not used in any of the Persian
accounts on Mani'’s prophet-wonder known today. Here the claim that Mani
is a false prophet is stressed by suggesting that his marveled prophet-wonder
was faked in two ways. It not only was not a gift from God, but it also was not a
real book. Instead, it was just a painted paper box made to look like a book of
pictures that Mani made.26

The content and function of Mani’s paintings are also discussed. Their over-
all doctrinal subject and didactic role in Mani’s community are implied in this
story by stating that they were made by the prophet to function as his teaching
tools: Mani used his tasvir to “lead the people astray” in India, and his ArZang
helped him to convince his followers to accept his claims in China. Additional
data is provided on the role of the ArZang outside the Manichaean community.
On the one hand, it fulfilled a secular aesthetic role as a work of art housed in
the treasury of the Chinese emperors. On the other hand, the story stresses its
role as a prophet-wonder in Persian literature, where it is the Argang’s artis-
tic beauty (seen as a result of a divine origin/inspiration) that makes people
accept Mani as a prophet. Further, we learn only that the ArZang contained
“curious pictures”—a reference that is tantalizing, rather then informative.

5 Sam‘ani’s Book of Ancestry (Ar. Kitab al-ansab, before 1166 CE)
Abd al-Karim ibn Muhammad al-Sam‘@ni (1113-1166 CE) was a biographer,
who lived during the Seljuk era (1037-1194 CE) in the city of Merv in Khorasan
province. He is best known today as the author of a monumental encyclopedic
dictionary written in Arabic under the title Kitab al-ansab (Book of Ancestry),
which provides information on scholars, with special attention to their intel-
lectual ansab (‘lineage’), noting their teachers and pupils.?”

In the paragraph quoted below, Sam‘ani discusses Mani in connection with
the term zindig ‘heretic, a frequent reference to the Manichaeans in early
mediaeval Arabic sources.?® For Sam‘ant, the markers of Mani’s heresy are in

26  For the study of this box reference in connection with a box-like image shown in the
underdrawing of a fragmentary Manichaean book painting preserved on a parchment
folio (Or. 8212-1692) in the collection of the British Library, see Gulacsi 2005a and
Moriyasu 1997.

27  Meisami1998, 11, 684.

28  See Lieu 1992, 113; and Reeves 2011 for a recent survey of the Islamic sources with numer-
ous reference to the Manichaeans as the zanadiqga.
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Mani’s ties to Zoroastrianism and his use of images. Much of the Manichaean
aspects of Sam‘ant’s claims, however, are oversimplified, resulting in content
that departs in its accuracy from other Arabic literature of the time, such as
the writings of Ibn al-Nadim. For Sam‘@ni, Mani is a Zoroastrian. The book that
Mani wrote—to summarize his teaching to Shapur 1 (r. 240-270 CE), and thus
known under the title Sabuhragan (here “Saburgan”)2°—explains Zoroastrian
scripture. Furthermore, Samani equates an illustrated version of Mani’s
Saburgan with Mani’s Ardhang, the latter of which he does not mention by
name. Instead, he equates the Saburgan with what he calls the “Book of Mani,’
which, nevertheless, appears to be confused with the Ardhang, since Samani
suggests that Mani “adorned it with pictures and colors” to depict his teachings
on “light and darkness.” His passage reads:

... Thefirst one to be designated by this term (i.e., zindiq) was Mani b. Fatiq
Mamam (sic) whose floruit was during the reign of Bahram b. Hormuz
b. Sapur. He perused the ancestral scriptures. He was a Zoroastrian. He
wished that fame and renown might be his, and so he founded his reli-
gious order and put together a book whose title was Saburgan and said:
‘This zand was for the scripture of Zoroaster; (using) the zand will enable
you to attain the interpretation’ by which he meant (the interpretation)
of the scripture of Zoroaster. But his followers call the writing the Book of
Mani. He adorned it with pictures and colors, and set out in it light and
darkness.3°

Sam‘ant’s brief account conveys some fascinating and previously unnoted
aspects of Mani’s didactic paintings. He mentions that Mani had a book that
was “adorned with pictures and colors’ and was called by his followers the
“Book of Mani.” He suggests that this book illustrated Mani’s teachings known
from his Saburgan. He further states that this pictorial work was a kitab, with-
out further specifying its format. When it comes to its medium, however, it
is unclear whether Sam@ni means an illuminated manuscript (ie., a text-
book “adorned with pictures and colors”) or a solely pictorial book (i.e., a
picture-book “adorned with pictures and colors”). Nevertheless, Sam’ani veri-
fies the doctrinal nature of this work of art by pointing out that it depicted
Mani’s teachings on “light and darkness.” In addition, he implies that its cre-
ation occurred during Mani’s ministry (240—274/277 CE), and names the ruler
Bahram 1 (r. 273-276 CE) to anchor it to an early era of Sasanian history.

29  Mani’s Sabuhragan is the best-known Manichaean text in the Islamic sources. For a list of
writers who discuss it, see Reeves 2011, 324.
30  Reeves 201,104.
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6 Awft’s Collection of Anecdotes (Pr. Jawame’ al-hekayat, before
1232 CE)

In his full name, Sadid-al-Din Mohammad ‘Awfi (mid. twelfth century—after
1232 CE) was an important Indo-Persian writer of the pre-Mongol era. He was
born in Bukhara into an elite and highly educated family, who claimed descent
from one of the companions of the prophet Mohammad (‘Abd-al-Rahman b.
‘Awfi). After finishing his preliminary studies in Bukhara, ‘Awfl traveled exten-
sively in Transoxiana, Khorasan, and northern India. Learning about the immi-
nent Mongol invasion of Central Asia, he immigrated to India and settled in
Delhi in 1223 CE, when the city was under Mumluk rule (1206—1290 CE). There,
he began to work on one of his three extant works, the Jawame’ al-hekayat—a
collection of 2,113 prose anecdotes arranged in four volumes. In it, ‘Awf1 uti-
lized and judiciously credited a vast array of sources (books on history, belles-
lettres, various stories and reports, as well as biographical accounts on poets
and writers), many of which are lost today. Although the Jawame’ al-hekayat
is considered to be a valuable literary work that is rich in other information
of historical importance, its complete critical edition is yet to be published. 3!

The Jawame’ al-hekayat mentions Mani three times, including the enumera-
tion of five of his books, which does not include the title of Mani’s collection of
images.32 This painted work is brought up only in connection with Mani's leg-
endary skill as an artist and its equally legendary preservation “in the treasury
of the emperor of China.”33 The passage reads:

Among the other impostors who claimed to be prophets we should
include, of course, Mani, who was born in Babilon, in a village called
Mardiv, close to the town of Lima. He had many followers. His claims
were expressed especially through painting, a practice where he had

31 Siddiqi 2010, 55-92; and Encyclopedia Iranica Online, s. v. “AWFI, SADID-AL-DIN”
and ‘JAWAME’ AL-HEKAYAT,” accessed June o5, 2013, http://www.iranicaonline.org/
articles/awfi-sadid-al-din and http://www.iranicaonline.org/articles/jawame-al-hekayat.

32 First, in Part I (Chapter 4—On the Ancient Kings of Persia, Greece, etc., f. 43b-44b), ‘Awfl
focuses on the “reign of Bahram: appearance of Manes, the founder of Zindiqism; [and]
Manes: his skill in painting and some principles of the Manichaeans” (Nizamu'd-Din 1929,
147-148). Second, in Part III (Chapter 8—On Heresiarchs and Pseudo-Prophets, f. 149a),
he gives “a detailed account of Manes: his first appearance in Shapur’s court, Manichaean
doctrine, dualism, his five books (the Injil, Kitab-i-Shdpuriyydn, Kanzu'l-Thyd’, Sifru’l-
Jabdbira, and Sifru’l-Asrdr); the propagation of his faith and his miserable death in
the reign of Bahram b. Hormuz” (Nizamu'd-Din 1929, 220; also see 36, and 41—42). Third,
Part 1v (Chapter 16—On Cosmography, . 336b) contains “an account of old Chin, its art,
civilization, etc,, [...including] the fame of the people for fine art and painting, which
formed the part of their religion as instituted by Manes:” (Nizamu'd-Din 1929, 247). ‘Awfi’s
sources on Mani are also noted by Nizamu'd-Din (1929, 37, 40, 42, 55, 84, and 9o).

33 Since it is not included in Reeves’ survey (2011), only a small part of ‘Awfi’s account on
Mani has been available in English translation (Pello 2013, 255). The English translation
quoted here was kindly prepared for this study by Stefano Pello. For the publication of his
Italian translation, see Pello (2015, forthcoming).
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reached the level of perfection. For instance, he was able to draw a circle
of the diameter of 20 gaz3* on silk, which showed no flaws at all if mea-
sured with the compasses. He was the disciple of the sage Qarun and
knew very well the doctrines of the Christians, the Zoroastrians and the
Dualists.

He entered the public arena at the time of Shapur [b.] Ardashir, declar-
ing that he was a prophet and specifying that God, in every epoch, desig-
nates an emissary of his in order to teach people the doctrines of wisdom
and show them the road towards the Right. “Zoroaster”, Mani used to say,
“was sent in Persia at the times of king Gushtasp, then was the turn of
Jesus, who was sent among the Arabs. Now, God has sent me to you as a
prophet. He preached the eternity of light and darkness, the prohibition
of killing animals and making them suffer, the prohibition of harming the
poor and the helpless, and he maintained that poverty and simplicity
were preferable to richness and power. The supreme Good, for him, was
to abandon greed and lust, and everything that the world calls “goods”. He
prohibited the gathering of capital, encouraging not to amass more than
would be necessary to live one day and to possess not more than one
dress for one year. Moreover, he prohibited polygamy and compelled the
faithful to donate a tenth of his belongings as alms, to fast for a seventh of
one’s life, to travel constantly in order to preach and never to practice
trade. He exhorted always to support one’s friends and to be at good
terms with as much people as possible. He wrote several books, such as
the Hila, about the twenty-two letters of the abjad, the Shaburgan, the
Kanz al-akhyar, the Safar al-jabara and the Safar al-asrar. He pretended
to be the Paracletus whose arrival had been anticipated by Jesus—peace
be upon him—and thus to represent the seal of the prophets and the last
interpreter of Jesus’ message.

When Shapur got to know about him, he banished him from his realm,
threatening to kill him if he ever come back. Mani, then, went to India,
passing through Kashmir and Tibet, converting the populations of the
latter region and of Turkestan. In India he built idols, and thanks to their
deceptive images he managed to guide many people in the direction of
sin. He spent quite a long time on the way to China and its mountains
(dar rah-i chin va kuhha-yi ). One day, during his wanderings in the
mountains, he found an opening in the rock, which led to a wide empty
space, rich with waters, in the depths of the mountain. He decided to use
that shelter, which was unknown to everybody except him. He brought
there food and provisions for one year. The following day, he announced
to his disciples: “I will ascend to the sky, where I have been summoned by
God, and will stay there for one year. When a year will be passed, you

Pello notes that the text suggests a huge circle, since “gaz” is a measure of length, conven-
tionally said to be about (usually less than) one meter depending on the region and time
period (personal communication; also see 2015, forthcoming).
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must gather at the feet of that mountain, and bring a horse for me. I will
come back then, and announce the new divine law. Then he concealed
himself in that cave, where, as we have said, he had stored the necessaries
to survive for a whole year and he had prepared a big scroll (darj) of a
kind of paper, which resembled the internal skin of a chicken egg for its
thinness, its purity and whiteness, and on that scroll he painted the image
of every sin and its punishment. When a year had passed by, he took that
painted scroll, which by that time had been completed; he got out from
that cave, and announced: “I have served the God of the skies, and He
ordered me to strengthen his teachings. And here you are, this is the
Divine Book!”. When they saw it, they had no other choice but to believe,
since nobody would have been able to produce anything like that. That
was the work known as the Artang of Mani, which is still kept in the trea-
sury of the emperors of China. And this is how most of the inhabitants of
China and Tibet, and some of the inhabitants of India, became the fol-
lowers of his religion.3®

‘Awfl’s passage is rich in data. He attributes the Artang to Mani, and thus
dates it to the era of Mani’s ministry to the mid-third century. He dwells on
the question of appearance, imagining this work to be pictorial with multiple
scenes on a high quality paper-like support, which was fashioned in the format
of a scroll. He suggests that its images were paired based on their content, since
scenes of sin were shown with scenes of their corresponding punishments.
Thus, he implies an overall doctrinal content with a specific eschatological
theme—crime and punishment. By noting the thematically paired arrange-
ment of the images, ‘Awfl also implies a didactic role in the organization of the
scroll. By noting that the scroll was preserved in the treasury of the emperor
of China, ‘Awfl attributes a secular aesthetic function and high value to these
legendary Manichaean paintings.

7 Fakr-e Qawwas, The Dictionary of Qawwas (Pr. Farhang-e Qawwas,
1315 CE)

The fourteenth-century poet and writer Fakr-e Qawwas, in full Fakr-al-Din
Mobaraksah Qawwas Gaznavi, is best known today as the founder of Persian
lexicography in India due to his massive dictionary written to facilitate read-
ing the Sah-nama by providing brief explanations to 1,341 words. Uniquely,
his entries are arranged according to themes instead of the customary alpha-
betical order, and divided into five major thematic parts. His entry on Mani'’s
Artang is found in the first part devoted to what Qawwas calls the “phenomena
of the upper world” and discusses divine beings, various prophets, religions,
and holy books. While Qawwas never mentions his sources, his entries often

35  Jawame’ al-hekayat Part III, Chapter 8, f. 149a translated by Stefano Pello (personal
communication).
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reflect the earliest extant Persian dictionary, Asadi TasT's Lughat-i Furs.3¢ Just
like Asadi Tast's work in the eleventh century, the Farhang-e Qawwas became
the source for subsequent lexicographers during the fifteenth and sixteenth
centuries, who explain Mani'’s Artang based on Fakr-e Qawwas’ dictionary.3”
The entry reads:

Artang—the book (kitab) of Mani, where he had painted images
(nagshha).38

Following the example of ‘Asadr’s dictionary from 1060 CE, Qawwas’ entry on
the Artang notes the designation, the origin, and the appearance of Mani’s col-
lection of didactic paintings. He defines the term as the title of a pictorial book,
but he does not clarify whether he meant a book in a codex or a scroll format.
As customary, Qawwas attributes the Artang to Mani and thus implies that the
work originated from the middle of the third century.

8 Shams-i Munshi Nakhchivani’s Dictionary (Pr. Sihahu’'l-Furs,
1328 CE)

Shams-i Munshi Nakhchivani (1293-1376 CE), also known as Nakhchivani
Muhammad ibn Hindushah, is a renowned scholar and lexicographer of
late mediaeval West Central Asia. He was born and educated in the city of
Nakhchivan (located in what is today West Azerbaijan along the Armenian bor-
der), where he received an excellent education in the sciences, literature, and
languages, gaining fluency in Arabic, Persian, and Turkish. From the second
decade of the fourteenth century, Shams-i Munshi worked as a financial offi-
cer at the palace in Tabriz, the capital city of Iran during the Ilkhanid Dynasty
(1265-1335 CE ). He completed a Persian monolingual dictionary under the title
Sihahu’l-Furs in 1328 CE. This influential work contains entries on 2300 words
and incorporates earlier scholarship, such as that of Asadi Tas1.39

36  Encyclopedia Iranica Online, s. v. “‘FARHANG-E QAWWAS,” accessed June o5, 2013,
http://www.iranicaonline.org/articles/farhang-e-qawwas.

37  Steffano Pello notes the Anonymous author of the Lisan al-shu‘ara, who writes: “Artang—
the book of Mani the painter, which contained images.” An example form 15th-century
India is the definition given by Qawam Faruqi’s in his Farhang-i-Ibrahim also known as
Sharafnam-i munyari, written under the sponsorship of the Rukunuddin Barbak Shah (r.
1459-1474 CE), who ruled over the Saptagram region of the Indian state of West Bengal:
“Artang: the book of pictures of Mani, the painter, about portraiture.” An example from
16th-century Ottoman Turkey is found in the dictionary of Muslih al-Din Mustafa (1492—
1562 CE), who wrote under the pen-name, Surirl. His entry states: “ArZang—the book,
which contained the figures of Mani” (Pello 2013, 254).

38  Fakhr-i Qawwas ed., 1974-1975, 11. English translation after Pello 2013, 254.

39  Gouws 2011, 2447 and 2477. Also see Reeves 2011, 121 and 284; and Haydar Aliyev, Famous
Persons of Nakhchivan-Web Encyclopedia, s. v. “‘NAKHCHIVANI MOHAMMAD IBN
HINDUSHAH,” accessed May 311, 2013, http://shexsiyyetlernakhchivan.az/shexenglish/
meh_naxcivani.html.
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Shams-i Munsh’s dictionary entry on the Arthang discuses three meanings,
two of which concern paintings made by Mani. These two connotations are
explained as references to pictures associated with Mani, including one that
connotes the title of Mani’s book of figures, and another that is not a title but
seems to be an archaic common noun explained as connoting pictures made
by Mani. The third meaning given by Shams-i Munshi seems to be unrelated
to Mani or Manichaean art, noted simply as a reference to an “idol temple.”*?
The text reads:

Arthang: It has several meanings. First, it is a collection of pictures which
Mani the painter made. Second, it is an idol temple [...] Third, it is the
name of Mani’s book of figures, and this meaning is the most sound one.
The learned ‘Asadi Tasi has said: “I have noticed the same name for this
book in the Darl language, because the letter sai is not used in the Darl
language except in (the name) Arthang.”*!

This passage is indicative of what learned men understood about the
Arthang during the first half of the fourteenth century in Iran. Shams-i Munshi
defines the term with two connotations, both of which point to pictorial works
of art and Mani. One of these connotations explains the foreign term as the
title of the same work, “the name of Mani’s book of figures.” The other gives
a more general connotation of Arthang as “a collection of pictures that Mani
the painter made.” These same two connotations can be seen in other tertiary
literature, which at times speaks in general terms of Mani making art, and in
other instances focuses on his canonical Book of Pictures.*?

The attribution to Mani is an important part of the explanation that Shams-i
Munshi provides. Since Shams-i Munshi does not mention Mani’s role as a
prophet, the doctrinal content and didactic function of these paintings are not
referenced here. Concerning their appearance, two different pictorial media
are implied, since one of them is discussed as a set of pictures in an undefined
pictorial format, which we may think about as paintings on hanging scroll(s);
while the other is a kitab, that is, a book—in this case a picture book.

9 Mirkhwand’s Universal History (Pr. Rawdat al-safa, bef. 1498 CE)

Mirkhwand, also known as Muhammad Ibn Khavandshah Ibn Mahmud (1433—
1498 CE) is regarded as the most important historian of Iran under the Timurid
dynasty (ca. 1370-1507 CE). His family was sayyid (claiming descent from the
prophet Muhammad) with a long history in the city of Bukhara. Mirkhwand

40  Anidol temple is referenced in connection with a Manichaean didactic nigar ‘painting’
displayed in the course of an oral instruction against idolatry as documented in the tran-
script of the teaching preserved on a Middle Persian Manichaean folio fragment from
Turfan (M 219), discussed in Chapter 2.

41 Reeves 2011, 122.

42 See the Chagatai Story of False Prophets, above.
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spent most of his life in the court of the Timurid ruler, Husayn Bayqarah (1469—
1506 CE) in Herat, enjoying the protection of Husayn’s renowned minister, Ali
Shir Nava’l (1441-1501 CE), the celebrated writer of great distinction and patron
of literature. Starting from 1474 CE, Mirkhwand devoted his life to writing his
Universal History (Rawdat al-safa, ), which he composed in seven large volumes
to cover the history of Iran from pre-Islamic times up to the rulers of fifteenth
century. This monumental work has enjoyed great popularity throughout the
Turco-Iranian world and early European scholarship, and remains an impor-
tant source for the history of late mediaeval Iran.#? It includes a brief account
on Mani with reference to art.

Mirkhwand’s account discusses Mani along the lines of a story familiar from
earlier accounts. In his passage, Mani is portrayed as a genuinely admired
artist, a painter with ties to both China and India, but also a false prophet.
Accordingly, Mani is characterizes as a religious leader who deceives his fol-
lowers in two ways. First, he fakes a yearlong visit to heaven by hiding in a cave.
Second, he forges a gift from God as his “prophetic miracle” by making a beau-
tiful “tablet” of pictures, referred to here as the ArZang, that he used to convert
his followers. The text reads:

Mani was a painter without equal. They say for example that he would
draw a circle whose diameter was five cubits with his finger, and when
they would examine it with a compass, none of its constituent parts ever
fell outside the circumference of that circle. He was generally in great
demand in the land of India and northern China and he could effect a
consummate ornamentation because of the extraordinary pictures,
which he could produce. He traveled to and fro without interruption
within certain districts of the Orient.

It is said that while travelling he arrived at a mountain, which had a
spacious cave containing fresh air and a fountain of water. This cave did
not have more than one way (to enter). He clandestinely brought in a
year’s supply of food to that cave, and he said to those who followed him:
‘I am going to heaven, and my stay in heaven will last for one year. After
one year, I will come from heaven to earth and will give you information
from God.’ Actually ignorant on what comes from God, he said to that
group of people: “At the beginning of the second year, be for me at a cer-
tain place,” which was close to the way out of that same cave. Following
this instruction, he disappeared from human sight, entered the afore-
mentioned cave, [and] occupied himself for one year with painting. He
produced marvelous pictures on a tablet (lowh) and he termed this tablet
the Arzang of Mant.

After the passage of a year, he appeared before the people near the
place of that cave. He held the previously mentioned tablet in his hand

43  Gibb (ed.) 1993, vol.7, 126.
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painted with marvelous pictures [and] decorated with diverse illustra-
tions. Everyone who saw it said: “The world had brought forth a thousand
figures, but there is not one comparable to what is painted here.” While
the people were expressing [their astonishment about this tablet, Mani
asserted: “I myself brought this from heaven to be my prophetic miracle.”
[Then] the people accepted his religion.**

Mirkhwand’s version of this polemic tale describes Mani'’s collection of pic-
tures in accordance with earlier Iranian literature. He uses the term “Arzang”
as a title attributed to Mani. The readers are to imagine this ArZang as a por-
table work of art in the format of a “tablet” and as a painted masterpiece of a
great artist. Noting that it contained “information from God” and mentioning
that Mani used the Arzang to proselytize imply the doctrinal content of this
pictorial work of art. We learn that Mani successfully converted his followers,
who after seeing the ArZang “accepted his religion.” The events narrated here
take place in the past, during the era when Mani lived, which remains unde-
fined by Mirkhwand.

10 Khwandamir’s Beloved Careers (Pr. Habib al-siyar, 1524 CE)
Mir Ghiyasuddin Muhammad Husayni Khwandamir (ca. 1475-ca. 1535 CE)
was the most famous Persian historian of the early sixteenth century, who
served the imperial courts of three dynasties. As the grandson of the above-
mentioned Mirkhwand, Khwandamir was born into a highly educated class
of religious elite that supplied the administrators and financial officials of all
the principalities, states, and empires within the cultural sphere of Iran. Along
the footsteps of his grandfather, Khwandamir also began his career in Herat
under the guidance of Ali Shir Nava'l. After NavaTs death, he joined the ser-
vice of the last Timurid ruler in Herat, Badi’ al-Zaman Mirza, (r. 1506—07 CE).
After the latter’s death, Khwandamir was employed by the founder of the
Safavid dynasty (1501-1736 CE), Shah Ismail 1 (r. 1501-1524 CE). After Ismail’s
death, Khwandamir moved to India to serve emperor Babur (r. 1526-1530), the
founder of the Mughal Dynasty (1526-1764 CE). Khwandamir’'s magnum opus
is a universal history written in Persian, completed in the year 1524 CE under
the title Beloved Careers (Pr. Habib al-siyar). This work consists of three tomes,
each of which is divided into four parts to provide a comprehensive history of
the region from pre-Islamic times until the rise of Ismail 1.#5 The first part in
the first tome deals with pre-Islamic prophets, including some that are viewed
unfavorably, such as Mani.

In the passage on Mani, Khwandamir discusses him as a false prophet with-
out any deviation from his grandfather’s version of the story. Accordingly, Mani

44  Reeves 2011, 122-123.
45 For a brief discussion of Khwandamir’s life, see the “Translator’s Preface” in W. M.
Thactson’s critical of Kwandamir’s Habibu’s-siyar, Khvand Mir and Thackston 1994, ix—xii.
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fakes a yearlong visit to heaven, during which he is hiding in a cave to paint his
ArzZang. Mani claims it to be his “prophet-wonder” and succeeds in converting
his followers with it. The passage reads:

It is reported that he [Mani] arrived at a mountain that contained a cave,
which possessed the necessary amenities of refreshing air, as well as a
water-source. This cave had only one entrance. He then, unnoticed to
men, secured food for a year in this cave and declared to his followers:
“I'will depart to heaven and my stay in heaven will extend for a year. After
a year, I will come from heaven to earth and bring you news from God.”
To the people he said: At the beginning of the second year attend to me
at such and such a place, which lay in the vicinity of the cave. After this
exhortation, he vanished from the eyes of men, went into the aforemen-
tioned cave and was occupied for a year with painting. On a tablet [lowh]
he evoked wonderful figures, and called his plate Mani's ArZang. After a
year’s time, in the vicinity of that cave, he came again to appear before the
people with wonderful paintings marked with multiple figures. Everyone
who saw it said: “The world has produced a thousand kinds of figures, but
a painting of your kind has never yet come.” As the people continued in
fixed admiration of this plate Mani declared: “I have brought this with me
from heaven, to serve as my prophet-wonder.” Then the people adhered
to his religion.*6

In most of its details Khwandamir’s polemical tale is not only in harmony
with earlier Persian literature on Mani’s ArZang, but identical to that of his
grandfather's—Mirkhwand’s discussion of the cave story. He also uses the
term Arzang as a title of a work of art made by Mani, mentions that the ArZang
was a much-admired work of a great painter in the format of a tablet (Pr. lowh),
on which multiple figures were painted, and imply that this painting was a
didactic work of and was used as by Mani as his “prophet-wonder” to convert
his followers. In his narrative, too, it is the artistic value of the Arzang, rather
than its content, that captivates Mani'’s followers.

11 Dust Muhammad's Preface to his Album (Pr. Moraqqa’, 1544 CE)

Dust Muhammad ibn Sulayman al-Heravi (ca. 1490—ca. 1565 CE) was a man
of letters, as well as a well-known painter and calligrapher in Persia during
the early decades of the Safavid Dynasty (1501-1722 CE). He studied under the
famous painter Bihzad (ca. 1450—ca. 1535 CE) and worked in the service of the
Safavid ruler Tahmasp I (r. 1524—76 CE), who was known as a patron of book
art and miniature painting. Dist Muhammad’s main achievement was an
Album (Moraqqa“) of painting and calligraphy dedicated to Tahmasp’s brother,

46  Kessler 1889, 378—380.
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Bahram Mirza. Housed today in the library of the Topkap1 Palace Museum in
Istanbul, this work is considered to be not only an artistic masterpiece, but
also a critical source for the study of Irano-Turkic artistic culture in the 16th-
century, for its plates are supplemented with a preface on the lives of famous
calligraphers and painters.#” This preface includes a brief reference to the
prophet Mani and his art.

The passage quoted below begins with Mani’s cave story with the usual
polemical overtone. Mani’s followers ask him to show them a miracle, and so
he does. After a year of painting, Mani emerges from the cave with his Artang.
It concludes with a quotation concerning how Mani’s Artang was evoked by
the famous Persian poet Sa'di (1184-1283 CE) in his celebrated collection of
poems, The Rose Garden (Pr. Gulistan) from 1258.#8 The text reads:

When the sun of the celest prophesy, the fourth of the determinator
apostles, Jesus son of Mary, became a neighbor of the great luminary [the
sun], Mani began to pretend to prophecy and made his claim acceptable
in the eyes of the people by cloaking it in portraiture. Since the people
expected a miracle from him, he took a span of silk, went into a cave and
ordered the entrance closed. When one year had passed from the time of
his withdrawal, he emerged and showed the silk. On it he had painted
and portrayed the likeness of humans, animals, trees, birds and various
shapes that occur only in the mirror of the mind through the eye of imag-
ination and that sit on the page of possibility in the visible world only
with fantastic shapes. The short-sighted ones whose turbid hearts could
not reflect the light of Islam, duped by his game, took his painted silk
which was known as the Artangi Tablet, as their copybook for disbelief
and refractoriness and, strangest of all, held that silk up as an equal to the
Picture Gallery of China, which is known to contain images of all existing
things, as the poet Shayk Muslihuddin Sa‘di of Shiraz has said of the two
at the beginning of his Gulistan:

47  Adle 1990, 219-56. Also see the “Dust-Mohammad” entries in The Grove Encyclopedia
of Islamic Art and Architecture Vol. 2, 40; and Encyclopcedia Iranica Online, s. v. “DUST-
MOHAMMAD HERAVI, accessed June o5, 2013, http://www.iranicaonline.org/articles/
Dust-mohammad.

48  While discussing the reasons of composing his Gulistan in its prologue, Sa‘di briefly
evokes two legendary collections of the most beautiful paintings in the world, including
the “portrait gallery of China” and Mani’s ArZang, whose paintings were so magnificent
that, in Thacktson words, “they seduced legions into the Manichaean heresy.” Sa‘d1 writes:
“If it is adorned with lordly attention, it will be a portrait gallery of China and an Arzangid
painting” (Sa‘di and W. M. Thackston, 2008, 8 and note 1).
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There is hope that one not frown in
boredom, for a garden is not a place of
solitude:

If adorned by lordly attention, it is a
Chinese Gallery and an Artang: Tablet.

Mostly these things were done by Mani in the region of Iraq, but thereaf-
ter he set out for Cathay and did amazing things there, too.4°

Dust Muhammad'’s story on Mani’s prophet-wonder contains a familiar set
of basic information. His version of the title is Artang, which he uses in the
archaic phrase “Artangi Tablet.” Concerning the Artang’s appearance, we learn
that it was solely pictorial and its figures included “the likeness of figures, men,
beasts, trees, birds and various shapes.” He mentions four times that the paint-
ings were on a silk support and implies an undefined portable format, most
likely in that of a hanging scroll. For him, the only function of the Artang is
that of a prophetic miracle, since Mani uses his talent as a painter to claim
prophecy and he needs a miracle to gain acceptance. A reference to Mani’s
prophetical lineage begins the story, where Duist Muhammad anchors Mani’s
activities to antiquity, placing Mani in succession with Jesus as noted only in
one other account from among the fourteen passages.>°

12 Jamal al-Dir’s Dictionary of Emperor Jahangir (Pr. Farhang-i
Jahangirt, 1608 CE)

The Farhang-i Jahangiri is a Persian monolingual lexicon that originally was
completed between the years 1596 and 1605 CE at the court of Emperor Akbar
(r. 1556—1605 CE) in Agra, India. The author of the work, Jamal al-Din Husayn,
was a Persian nobleman born as Fakhr al-Din Hasan Inju Shirazi (d. 1626 CE),
who held a high literary position at the Mughal court and began writing his
dictionary at the court’s request. Due to the extent of the work and its numer-
ous revisions, this farhang was not finished before Akbar’s death. In 1608 CE,
the completed work was presented to Akbar’s successor, Emperor Jahangir
(r.1605-1627 CE) and became known after its dedication to him. The Farhang-i
Jahangirt is one of the three most important Persian dictionaries produced in
Mughal India. Arranged in alphabetical order, it discusses about 10,000 words
and provides a lexico-grammatical introduction as well as a supplement with

49  Thackston 1989, 344—345, where the quote above is embedded in a complete translation
of “Dast Muhammad'’s Introduction to the Bahram Mirza Album” (335—350). For another
abbreviated translation of Diist Muhammad’s story about Mani, see Binyon et al, 1933, 184.

50  Dating Mani with Jesus is also seen in the Chagatai story on false prophets, discussed
below.
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five special glossaries, including rare poetic terms and loanwords, such as
Artang.>!

In Emperor Jahanghir's dictionary, Artang is explained as “the name of a

book” that consisted of a collection of images known to Jamal al-Din not only

from “Chinese” art, but also from Greek art under the abbreviated designation
“tang."5? The passage reads:

51

52

53
54

It [the Artang] is the name of the book (kitab) where Mani the painter
collected the painting (tasvir), the images (nagshha), the illumination
motifs (islimi-khat@’tba), the decoration belts (girihband), and the other
techniques and artifices invented by him. [...] When [the angalyin] is
associated with the name of Jesus, the Christians, the cross, the zunnar,
the Syriac language, and related subjects, it is to be understood as the
Christian Gospel (injil). When it is associated with items such as images
(nagsh), pictures (nigar), flowers, and colors, it should be interpreted as
the Book of Mani, which is also called Artang, Arzang, and Archang.>?

It [tanglush[tanglusha] has two meanings. The first is the book where
the wise Lusha collected the pictures (sirat), the images (nagsh), the illu-
mination motifs (islimi-khata’iba), the decoration belts (girihband), and
the other techniques and artifices invented by him in the field of drawing
and painting; this book can be compared to the artang and angalyun of
Mani. And as Mani was the authority among the painters of China, he
[Lusha] was the head of the painters and designers of Greece; similarly as
the collection of the work of the painters from China is called artang, the
collection of the work of painters from Greece is called tang.5*

Encyclopcedia Iranica Online, s. v. ‘FARHANG-E JAHANGIRI,” accessed June o5, 2013,
http://www.iranicaonline.org/articles/farhang-e-jahangiri; and Rypka 1968, 431.

Writing about Emperor Jahanghir’s dictionary in 1760, Thomas Hyde explains “Ertingh, or
Erzhengh, sometimes Ertehengh, which is abbreviated as Tehengh and Tengh (i.e., Tang).
It appears from Persian that indeed there was a picture book by Mani called Tengh (i.e.,
Tang). Its name is translated from reference to another picture book, sometimes Zeuxis
(i.e., legendary ancient Greek painter Zeuxis of Heraclea, who became famous in Athens
around the time of the Peloponnesian War [431-404 BCE]), sometimes otherwise. This is
in the book of Pharhang Gjihanjhiri written as Tengh-Leux and Tenghi-Leuxe, or rather
when read correctly, Tenghi-Zeux and Tenghi-Zeuxe, i.e., the picture book of Zeux. So the
same source says: ‘The Tenghi Zeuxis is a picture book of Greek, that is, European pic-
tures; whereas ‘Ertingh is a picture book of Chinese, that is, Asian pictures’” (Hyde 1760,
282-283). None of Zeuxis’ paintings survives. Descriptions of his art are found in Pliny
(Natural History XXXv.xxxvi. 61), see Grove Art Online, s. v. “ZEUXIS,” accessed January 27,
2013, http://www.oxfordartonline.com/subscriber/article/grove/art/Tog3388.

Injt (ed.) 1980. 11, 1761-1762. English translation after Pello 2013, 264, note 15.

Injt (ed.) 1980. 11, 1789-1790. English translation after Pello 2013, 256.
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The Farhang-i Jahangiri contains some interesting data on Manichaean
didactic art under the entry Artang. This term is explained as an archaic Persian
noun that was used as the title of Mani’s collection of pictures. While Jamal al-
Din notes another example of such a book of pictures from Greek art, we learn
that Mani’s Artang was thought of as a work of art with Chinese pictorial char-
acteristics. By mentioning Mani, the passage attributes the Artang to Mani,
and thus dates it to the era of Mani’s ministry, which remains undefined in the
passage. It also associates Mani's Artang with Mani’s Evangelion (angalyin)—a
feature found also in several primary Manichaean texts. Moreover, it alludes to
certain elements of designs (i.e., motifs and what appears to be decorative bor-
ders) that Mani'’s Artang employed as its characteristic “techniques and arti-
fices invented by” Mani.

13 (Attr.) Azar Kayvan’s Dasatir (Pr. Dasatir-nama, before 1624)
Dasatir is a controversial text that presents itself as the sacred writing of the
ancient Persian prophets. The word ‘dasatir’ is an arabicized plural of Persian
dustur connoting a ‘copy’ or ‘model,’ after which a copy is made.>> Although
claimed to be the work of “Sasan the Fifth,” who supposedly lived at the end of
the Sasanian era during the reign of Kosrow Parvéz (1. 590628 CE), it is most
likely that the Dasatir was written by either Azar Kayvan (d. 1609 or 1618),56 the
Zoroastrian high priest and founder of the Esraqi (Illuminative) School; or one
of Azar Kayvan’s followers. The book itself has two parts in two languages. The
language of the first part has not been deciphered. In H. Corbin’s view it may
be “a secret code or cipher (in which one letter of the alphabet is substituted
for another), a special jargon, or one of the dialects that was current in certain
Zoroastrian communities” at the time. A commentary on the first part consti-
tutes the second part of the book, which was written in a version of Persian
that is free from Arabic loanwords.57

The second, commentary part of the Dasatir includes a unique reference to
the prophet Mani and his paintings in the form of what appears to be an eye-
witness account imbedded in the explanation of a supposedly ancient proph-
ecy. Without any polemical tone, this passage notes the iconography of an
elephant-headed deity—well known to students of Manichaean art today after
an illuminated codex folio fragment with such a deity was discovered among

55 Steingass 1884, 519 and 525.

56  Inhisdiscussion of Azar Kayvan's disciples, H. Corbin mentions alost book titled ArZang-e
Mani (Mani’s Picture Book) written by Farzana Bahram b. Farsad (before 1638 CE), see
Encyclopeedia Iranica Online, s. v. “AZAR KAYVAN,” accessed June o5, 2013, http://www.
iranicaonline.org/articles/azar-kayvan-priest.

57  Encyclopedia Iranica Online, s. v. ‘AZAR KAYVAN,” accessed June o5, 2013, http://www.
iranicaonline.org/articles/azar-kayvan-priest. For a view alternative to the above assess-
ment of H. Corbin in his entry on Azar Kayvan, see Encyclopedia Iranica Online, s. v.
“DASATIR,” accessed June o5, 2013, http://www.iranicaonline.org/articles/dasatir, where
the Dasatir is dismissed as a “cheap apocryphal trick.”
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the ruins of Kocho in the early twentieth century and subsequently published
by Le Coq in 1913. The passage reads:

Here he means Mani the painter, who came into Iran in the time of the
King of the Kings, the emperor of the emperors, the slayer of the Tazis
(i.e., Arabs), Ardeshir of the race of Shapur. He had a book (kitab) in
which were innumerable figures, such as a figure having a man’s body
and elephant’shead, and so forth. And he said: These are celestial angels.>8

The Dasatir provides a unique remark concerning the subject of Mani’s
paintings in addition to some basic data that is in harmony with earlier sources.
Without naming Mani’s collection of pictures, the author mentions that Mani
was a painter who “had a book, in which there were innumerable figures.”
Concerning its appearance, we learn about its book format (kitab) and “innu-
merable figures,” implying a pictorial work of art—i.e., a picture book. Clues
concerning its doctrinal content, however, are absent. The only informative
remark about the content is a reference to “celestial angels.” To the eyewitness
behind the Dasatir’'s author’s source, the most memorable of these figures is a
composite being with an iconography that included a human body and an ele-
phant head. This deity is familiar from East Central Asian (Uygur) Manichaean
art as one of the Four Heavenly Kings (the guardians of the four cardinal direc-
tions) whose Manichaean iconography follows Hindu prototypes.5® While
the function of Mani’s book of figures is not discussed in the Dasatir, its date
is clearly defined. The author of the Dasatir attributes the book to Mani and
thus, implies Mani’s ministry (240—274/277 CE) as its origin. In addition, the
author specifically notes the early Sasanid era by mentioning Ardashir1 (r. 221-
240 CE), during whose reign Mani began his mission, as noted in one other text
in this chapter.6°

14 Katip Celebi’s Bibliographical Encyclopedia (Ar. Kashf al-zunun’an,
1657 CE)

Katip Celebi (1609-1657 CE) was an Ottoman Turkish scholar, better known in
Manichaean studies after his Muslim byname, Haji Khalifa. He provides one of
the most recent discussions about Mani and his collection of paintings. Celebi
was born in Istanbul and was educated in the Qur'an and Arabic language,
which formed the foundation of his career as a historian, geographer, and bib-
liographer. As a young man, Celebi was an army clerk and traveled extensively,
partaking in numerous Ottoman military campaigns across West Asia. Later in

58  After Firaz ibn Kavas and D. ]. Medhora 1975, 143.

59  The image of this Manichaean deity can be seen among the four celestial guardians
depicted on one of the best preserved and most published Manichaean book painting,
embedded within a benediction text found on a folio fragment, MIK 111 4979 a-d recto, in
Kocho. For iconographic studies, see Banerjee 1970, 19 and Klimkeit 1980 and 1993, 275.

60  Seethe Chagatai Story about False Prophets, above.
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his life he continued working as a government clerk in Istanbul, but devoted
most of his time to collecting and studying books. His magnum opus is a bib-
liographical encyclopedia titled The Removal of Doubt from the Names of Books
and the Sciences (Ar. Kashf al-zununan asami al-kutub wa al-funun). It is writ-
ten in Arabic and contains entries on 1500 Arabic, Persian, and Turkish books
known in his time.5!

Katip Celebi’s brief discussion of the Artang considers Mani an artist and
gives no mention of his pre-Islamic prophethood. Accordingly, the usual
polemical tone is minimal in this account, indicated only by labeling the con-
tent of Mani’s paintings as “bizarre” and “odd.” The passage reads:

Artang is the title of a book (kitab) by Mani the artist. It is said that it is
an original work (Pr. dastar) of Mani; bizarre pictures and odd figures are
contained in it.62

Katip Celebi’s entry on the Artang is in full accordance with earlier Islamic
scholarship on this subject. As usual, Katip Celebi explains the term as the title
of Mani’s book of pictures and emphasizes its pictorial nature by stating that
it contained pictures with “odd figures” and by stating that it was made by an
artist. By using the term kitab to describe it, the passage states that the Artang
was a pictorial book—i.e., a picture book, without further specifying its codex
or scroll design. Finally, Celebi indirectly dates the Artang to the mid third cen-
tury by attributing it to Mani.

Assessment of Data: Designation, Attribution, Dates, Appearance,
Content, and Function

The fourteen passages of this chapter constitute the most recent sources on
Manichaean didactic painting (Table 4/3). They derive from a 600-year period
between the mid eleventh and mid seventeenth centuries from across Central
Asia and in one case West Asia (Katip Celebi), where Islam is the defining
force of learned culture. Despite their relative late origin, all of them con-
cern the earliest era of Manichaeism. Without exception, these texts discuss
the making and using of didactic pictorial art by the prophet Mani, often dat-
ing him accurately to the reign of the first Sasanian kings. The authors write
from a minimum of an 820-year distance of their mid third-century subject.
Nevertheless, especially the early texts, which were written between the mid
eleventh and early fourteenth centuries, often incorporate data from reliable
sources. Due to their genre, the six dictionary/encyclopedia-entries tend to be
concerned with linguistic questions and discuss Mani’s Book of Pictures in brief

61  Encyclopeadia Britannica Online, s. v. “KATIP GELEBI,” accessed May 31, 2013, http://
www.britannica.com/EBchecked/topic/313283/Katip-Celebi.
62 Reeves 2011, 123.
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TABLE 4/3  Summary of data on Manichaean didactic art in Arabic, Persian, and Chagatai textual sources
from mediaeval and modern Central Asia

DESIGNATION
(1) Five common nouns connoting ‘picture, ‘painting’ and ‘image’
Arabic/Persian/Chagatai common noun: tasawir/tasvir ‘picture’ or ‘painting’ (e.g., Abu al-Ma‘ali, Marwazi, Chagatai
story, Jamal al-Din)
Persian (< Arabic) common noun: sirat ‘picture’ (Jamal al-Din)
Arabic common noun: tamathil ‘image’ (Marwazi)
Persian common noun: nigar ‘picture’ (Jamal al-Din)
Persian common noun: nagsh ‘image’ (‘Awfi, Jamal al-Din)
(2) Two common nouns connoting ‘picture book’
Persian common noun: nigarnameh ‘picture book’ (Jamal al-Din, Katip Celebi)
archaic Persian common noun: ertingh (abbreviated as tengh) ‘picture book’ (Jamal al-Din)
(3) Two titles connoting Mani's Book of Pictures
Arabic/Persian/Chagatai: Arzang/Artang|Arthang
title of Mani’s painted work (all 14 texts except Sam‘ani and Dasatir)
title of Mani’s prophet-wonder
(Abu al-Ma‘ali, Marwazi, Chagatai story, Mirkhwand, Khwandamir, Dast Muhammad)
Arabic/Persian: Book of Mani
title of an illustrated Saburgan (Sam‘ani)
alternative title of Mani’s Artang (Jamal al-Din)
No title is given (Dasatir)
(4) Artang is listed together with Mani’s Gospel (Jamal al-Din)

ATTRIBUTION
(1) Attributed to Mani (all 14 texts)
Arzang[Artang|Arthang and Book of Mani attributed to Mani (all 14 texts)
ArzZang[Arthang attributed to Mani while traveling in China (Marwazi, Chagatai story)
tasvir attributed to Mani while traveling in India (Chagatai story)
(2) Work of a great painter (all 14 texts)
(3) Work of a prophet (Abu al-Ma‘ali, Marwazi, Chagatai story, Mirkhwand, Khwandamir, Dast Muhammad)

DATES

(1) 240-274/277 CE: Mani’s ministry as date of origin implied by attribution to Mani (all 14 texts)
224-241 CE: created by Mani, dated to reign of Ardashir (Chagatai story)
240-272 CE: created by Mani dated to reign of Shapur (Abu al-Ma‘ali, Chagatai story)
273-274/277 CE: created by Mani dated to reign of Bahram (Chagatai story, Sam‘ani)

(2) Mani’s prophecy follows that of Jesus (Chagatai story, Dust Muhammad)

(3) 11th/12th century as referenced date of existence (Abu al-Ma‘ali, Marwazi, Chagatai story)
Late 11th century: still existed in imperial treasury of Ghazna (Abu al-Ma‘ali)
12th century: still existed in royal library/treasury of China (Marwazi, Chagatai story)
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TABLE 4/3  Summary of data on Manichaean didactic art in Arabic, Persian, and Chagatai textual sources (cont.)

APPEARANCE
(1) Solely pictorial work of art (all except possibly Sam‘ani)
(2) Impressive work of art (Abu al-Ma‘ali, Mirkhwand, Khwandamir, Dast Muhammad)
Materpiece of a great artist (Abu al-Ma‘ali, Mirkhwand, Khwandamir)
Skill of its painter measured by the thinness of his line (Abu al-Ma‘ali)
Skill of its painter measured by the evenness of his circle (Mirkhwand)
Contained wonderful figures, made as a miracle (Dust Muhammad)
(3) Had a portable pictorial format (all 14 texts)
Pictorial scroll (Marwazi, ‘AwfT)
Undefined pictorial format - hanging scroll or handscroll (Daist Muhammad)
Pictorial book (Ar./Pr./Chag. kitab)
(‘Asadi, Abu al-Ma‘ali, Chagatai story, Sam‘ani, Dasatir, Shams-i, Munshi, Katip Celebi)
Pictorial tablet (Pr. lowh) (Mirkhwand, Khwandamir)
(4) Made of various materials (Marwazi, Chagatai story, Dist Muhammad)
Material noted as paper (Marwazi, Chagatai story)
Material noted as silk (Dast Muhammad)
(5) Contains multiple scenes (Marwazi)
(6) Employs didactic layout: scenes of punishment beneath scenes of crimes, portraits of demons beneath scenes of
their deeds (Marwazi)
(7) Explained as example of Chinese/Asian vs. Greek/European painting (Jamal al-Din)

CONTENT
(1) Doctrinal content of ArZang/Artang/Arthang implied, since made by a prophet and used for conversion (Marwaz,
Chagatai Story, Mirkhwand, Khwandamir, Dast Muhammad)
(2) Doctrinal content of ArZang/Artang/Arthang implied
Contained images on human eschatology: crime and its punishment (Marwaz1)
Contained images on theology (light): “celestial angels” (Dasatir)
Iconography of one celestial angel featured “a human body and elephant head” (Dasatir)
Contained images on theology (darkness): portraits and deeds of demons (Marwazi)
(3) Doctrinal content of Book of Mani implied
Contained pictures illustrating Mani’s teachings on light and darkness (Sam‘ani)
Contained pictures illustrating Mani'’s Saburgan (Samani)
(4) Doctrinal content of tasvir implied, since made by prophet and used for conversion (Chagatai story)

FUNCTION
(1) Manichaean didactic role, implied: made and used by the prophet Mani (all 14 texts)
(2) Secular aesthetic role: preserved as a work of art (Abu al-Ma‘ali, Marwazi, Chagatai story)
Housed in the treasury at Ghazna (Abu al-Ma‘alt)
Housed in libraries of rulers (Marwazi)
Housed in the treasury of Chinese emperors (Chagatai story)
(3) Islamic prophet-wonder role (Abu al-Ma‘ali, Marwazi, Chagatai story, ‘Awfl, Mirkhwand, Khwandamir,
D. Muhammad)
Its beauty proves divine origin/inspiration and makes people accept Mani as true prophet (Marwazi, Chagatai story,
Mirkhwand, Khwandamir, D. Muhammad)




TERTIARY RECORDS IN POST-MANICHAEAN ARABIC, PERSIAN, & CHAGATAI TEXTS

statements. In great contrast to these entries are the six polemical passages
about the false prophethood of Mani the painter, which are longer and often
incorporate various means of effective storytelling. They include classical liter-
ary motifs (such as the skill of an artist, the cave of a sage, the heavenly book
of a prophet) and descriptive remarks about the formats of Mani’s paintings
based on the authors’ imagination of exotic (Chinese and Indian) painting
and/or familiarity with portable pictorial art from their own era. Unlike the
dictionary-entries, the tales of prophet-wonder display varying degrees of a
hostile tone and instinctively polemicize image making from an Islamic per-
spective. They disregard nuanced distinctions of didactic art versus devotional
art and point to Mani’s image-making as the marker of his false prophethood.

1 Designation: A Parthian Title Preserved in Arabic, Persian, and
Chagatai

The learned authors of the literature surveyed in this chapter tend to be aware
of their predecessor’s works and thus, this group of passages presents a har-
monized vocabulary on Manichaean pictorial art. All designations are tied
directly to Mani. In addition to the Arzang/Artang/Arthang, which in one case
is called the ‘Book of Mani,” only one reference is made to a painting that is
distinguished from Mani’s book of pictures (see Tab. 4/3: Designation).

Two common nouns are used in these texts in order to differentiate between
two kinds of pictorial art. One of them is the word for ‘painting’ in general, as
in the Persian noun tasvir. Based on the Indian setting of the story, this word
seems to connote a single painting made on an undefined portable support,
such as a cotton cloth that had been a popular material for painting in the
region. The other word is the term for ‘picture book, that is, a ‘book of picture/
painting’ as in the Persian phrase nigarnameh (Jamal al-Din, Katip Celebi)
or the Persian archaizing noun ertingh, abbreviated as tengh. The latter two
archaic versions of the term are explained as loanwords created from the very
title of Mani’s collection of images in sixteenth-century Farsi (Jamal al-Din).
In early modern Persia and Central Asia nigarnameh brings to mind a codex-
formatted book fashioned from paper, the pages of which are covered with
paintings.

Providing the title of Mani’s volume of didactic paintings is an essential
component of this literature. With two exceptions, the passages employ ver-
sions of the Parthian Manichaean title, Ardhang,5® rendered with Arabic,
Persian, and Chagatai orthographic and phonetic modifications as Arzang/
Artang/Arthang. This foreign word is explained as the title of Mani’s false
prophet-wonder, which was a set of pictures painted in a medium and for-
mat that varies from author to author. Only in Sam‘@ni’s passage, this title is
given as the “Book of Mani” and is equated with Mani’s Sabuhragan. This may
be interpreted in two ways. On the one hand, it is possible that in Sam‘anr’s

63  Among the currently known primary Manichaean sources, the term Ardhang occurs only
in Parthian texts (M 5569, M 5815, Ardhang Wifras headers), see Chapter 2.
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mind the “Book of Mani” was an illuminated edition of the Sabuhragan. On the
other hand, it is equally plausible that what Sam‘ani meant was a collection
of paintings that “illustrated” or “depicted” the teaching set forward in Mani’s
Sabuhragan.5* No title is given in the Dasatir, where the anonymous author
discusses Mani, the painter, who “had a book, in which there were innumera-
ble figures.” It is important to note that the Persian phrase nigarnameh ‘picture
book’ is not used as a title in these texts, but is attested to only as an expla-
nation of the foreign title of Mani’s collection of paintings in two instances
(Jamal al-Din, Katip Celebi). Similarly to what is seen in early Manichaean
literature, the Farhang-i Jahangiri mentions the Artang with Mani’s Gospel.
Such a pairing is attested in Coptic (Kephalaion 151, Homilies 27), Parthian
(M 5596), as well as in Chinese (Compendium) Manichaean context.

2 Attribution: A Pre-Islamic Prophet Painting a Collection of Pictures
The testimony of the post-Manichaean literature of Iran and Central Asia is in
sharp contrast to the diminishing interest to credit Mani with the Ardhang/
Nigar in the surviving examples of Parthian and Middle Persian Manichaean
texts. All Islamic passages mention that Mani was a painter, who used his
art in service of his religious mission. Thus, these texts connect the origin of
Manichaean didactic painting to Mani (see Tab. 4/3: Attribution).

Attributing paintings to Mani is a standard element in these passages. Two
of them elaborate on circumstances by pointing to China where the ArZang/
Artang/Arthang originated. Writing before 1120 CE, Marwazi is the earliest
among the authors of these particular sources to state that Mani “traveled
through the wilder regions of China and its mountains,” when he painted the
Arthang. In the undated Chagatai story, Mani was on his way to China, when
he painted his ArZang. In addition to the ArZang, the Chagatai story mentions
painting in general under the term tasvir that Mani made while traveling in
India. Although all texts imply that Manichaean pictorial art originated as the
work of a great painter, only some of them actually mention that this art was
the work of a prophet (Abu al-Ma‘ali, Marwazi, Chagatai story, Mirkhwand,
Khwandamir, and Dast Muhammad).

Mani, the prophet and painter, is an important theme in this literature. The
notion that a prophet requires an authenticating miracle is a fundamental
component of kalam theology in Islam, worked out over a couple of centuries
of polemical dialogues with both Jewish and Christian theologians. If Mani
was to gain any traction as a ‘prophet’ in this milieu, he needed to display some
sort of divinely sanctioned ‘marvel’ to compete with the Qur'an, the equivalent
‘prophet-wonder’ for Muhammad. The Ardhang was most likely marketed as
such originally by Khorasanian/Central Asian Manichaeans, and Abu’l-Ma‘ali
and others are simply repeating what they heard and/or read.5?

64  Sam'ani’s work contains ahistorical remarks/mistakes not only in connection with the
designation of Mani’s painted work, but also the dates of Mani’s ministry.
65  Assuggested to me in personal communication by John Reeves.
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Another author from the late tenth and early eleventh century to view Mani

in this capacity is FerdowsT (940-1020 CE) in his the Book of Kings (Sah-nama,
ca. 977 CE).%6 Unlike Abw’l-Ma‘ali’s account (1092 CE), the Sah-nama discusses
the prophet Mani without mentioning his collection of paintings or naming
his Arzang. Although FerdowsT’s story states that Mani was an “image maker”
who put “trust in images” and “loved images,” it falls short in providing a signifi-
cant discussion of Manichaean didactic art. His passage reads:

66

The Coming of Mani: His Claim to Be a Prophet

Shapir had reigned for fifty years, and there was no one to equal him at
that time. An eloquent man arrived from China, and the world will never
see his like again. His abilities had stood him in good stead, and he had
become a powerful man; his name was Mani. He said, “I am a prophet
and a painter, and I am the first of those who introduce new religions into
the world.” He asked for an audience with Shapur, hoping to persuade the
king to support his claim to be a prophet. He spoke fluently, but the king
remained unconvinced by his talk. Shapur’s mind was troubled by his
words, and he summoned his priests and spoke to them at length about
Mani. He said: “This man from China talks very well, but I have doubts
about the religion he proposes. Talk to him and listen to what he has to
say; it may be you'll be won over by him.” They answered, “This painter
will be no match for the chief priest. Listen to Mani by all means, but
summon our chief priest, and when Mani sees him he won’t be in such a
hurry to talk”

Shapur sent for the chief priest, who spoke for a long time with Mani,
and Mani was left speechless in the middle of his discourse, unable to
answer the chief priest’s remarks about the ancient faith of Zoroaster.
The chief priest said to him, “You love images; why do you foolishly strive
with God this way, God who created the high heavens and made time and
space in which darkness and light are manifest, whose essence is beyond
all other essences, and who fashioned the heavens to turn by night and
day? Your refuge is with him, all you suffer is from him. Why do you put
such trust in images, ignoring the advice of the prophets? Images are
multiple, but God is one, and you have no choice but to submit to him. If
you could make your images move, then you could say that this is a dem-
onstration of the truth of what you say. But don't you see that such a dem-
onstration would fail? No one is going to believe your claims. If Ahriman
were God’s equal, dark night would be like smiling daylight; in all the
years that have gone by, night and day have kept their places, and the
heavens’ turning has neither increased nor diminished. God cannot be
contained by your thoughts, for he is beyond all time and place. You talk
as madmen do, and that is all there is to it: none should support you.”

Encyclopcedia Iranica Online, s. v. “FERDOWSI, ABU'L-QASEM,” accessed June o5, 2013,
http://www.iranicaonline.org/articles/ferdowsi-i.
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He said much more beside this, and Mani was unable to answer his words.
Mani’s credibility, which had seemed flourishing, withered away. The
turning of the heavens was against Mani. The king was enraged by him
and had him ignominiously dragged from the court. He said, “The world
is no place for this image maker; he has disturbed the peace long enough.
Let him be flayed and his skin stuffed with straw so that no one will be
tempted to follow his example.” They hung his body from the city gates,
and then later from the wall in front of the hospital. The world praised
Shapur, and men flung dirt on Mani’s corpse.57

Preceding Abu al-Maali’s account by a century, FerdowsT’s late tenth-century
prose discusses only the origin and date of Mani’s art, and it provides no data
on its designation, appearance, content, or function. In his early story, the
questioning of Mani’s prophethood is not yet contextualized within a false
prophet-wonder story.58 For Ferdowsi, Mani is rejected as a religious leader for
“loving” and painting images. Abu al-Ma‘al is the first author to view Mani’s
“artistry with pen and painting” as a claim of prophethood. The classic version
of Mani'’s prophet-wonder story is told for the first time during the early twelfth
century by Marwazi,%° who introduces a later ubiquitous set of motifs in con-
nection with Mani’s Arthang in the literature produced in Islamic Central Asia.

Between the late eleventh and mid-sixteenth centuries, seven authors
discussed the origin of the Argang/Artang/Arthang in the context of a story
of Mani’s false prophet-wonder (Table 4/4). Their prose contains eight reoc-
curring motifs that involve Mani (1) traveling in the mountains of China,
(2) claiming that God summoned him, (3) hiding in a cave to paint for one year,
(4) painting a great work of art, (5) stating that the proof of his prophethood
is his painting, (6) claiming the paintings to be a gift from God, and (7) being
accepted as a true prophet. In addition, some authors note that (8) Mani'’s
ArzZang/Artang/Arthang is preserved in royal treasuries or libraries. The eight
motifs together are present only in three texts (Marwazi, Chagatai story, ‘Awfl),
suggesting their close temporal and cultural origins, most likely sometime
during the twelfth century. The table demonstrates how the story of Mani’s
prophet-wonder emerges during the late eleventh century, solidifies during the
twelfth century, and becomes increasingly diluted between the late fifteenth
and mid sixteenth centuries as it is repeated by Mirkhwand, Khwandamir, and
Dist Muhammad.

67  Dick Davis (tr.), Sah-nama (2006 edition), 597-598.

68  Yet this linkage may still precede him, as seen for example in a discussion by Biruni
(d. ca. 1050 C), who notes a formally analogous tradition surrounding the eighth-century
Zoroastrian agitator Bihafarid (Reeves 2011, 67).

69  Marwazi is heavily indebted to Biruni for much of his information about deviant sects.
Given the imperfect state of the manuscript resources for Biruni's Athar, it is possible that
an earlier version of Mani’s prophet-wonder story might be found there (personal com-
munication with John Reeves).
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TABLE 4/4  Reoccurring motifs in the story of Mani’s prophet-wonder (8 motifs, 7 texts)

Author  Abual-Ma‘li Marwazi  Chagatai ‘Awfi Mirkhwand Khwandamir D.Muhammad
(date) (1092) (1120) Author  (1232CE) (1498) (1524) (1565)
Motifs
(1) Mani travels in the @ 4 v 4 @ @ @
mountains of China
(2) Mani claims that God @ 4 v 4 4 4 &
summoned him
(3) Mani hidesinacaveto @ v v v v v v
paint for one year
(4) Mani paints a great 4 4 v v 4 v 4
work of art
(5) Mani’s proof of 4 4 v 4 v v 4
prophethood is painting (& calligraphy)
(6) Mani claims the Argang & 4 v 4 v v @
is God’s gift
(7) Mani is accepted as a @ v v v v v @
true prophet
(8) Arzang is preservedin v v 4 v @ %) %)
11th-13th cc. (Gazna) (China)  (China) (China)

“Mani, the painter” became a standard reference in the art world of late
mediaeval and early modern Central Asia, as noted by Robert Irwin in the
introduction to his Islamic Art in Context. Coinciding with the rise and cult of
the individual artist, it had become a convention by the sixteenth century to
compare great painters to Mani and evoke his name with pure admiration. At
the same time, Mani’s lost body of paintings served as a reminder of the van-
ity and transience of all art.”® Due to his religious significance as a pre-Islamic
prophet, Mani is indeed the earliest Iranian historical figure to be noted as
painter in Iran. Unlike the names of other painters, Mani’s name is preserved
from early Sasanian times, while his prophethood that made his name became
all but forgotten by the sixteenth century. A pure reverence towards the
memory of a great artist, “Mani, the painter,” is reflected in a Safavid album
leaf housed today in the British Museum (Figure 4/1a). Produced in Isfahan
by an anonymous artist most likely sometime between 1590 and 1610 CE, this

70  Irwinigg7, 11; e.g, the above-mentioned Khwandamir famously praised Bihzad (ca. 1467—
1535), the celebrated painter and head of the Safavid royal library and workshop, by com-
paring him to Mani: “Master Kamaloddin Behzad is the originator of novel designs and
rare art forms. His Mani-like brushwork overwhelmed all other painters” (Soudavar and
Beach 1992, 95).
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a: Portrait of Mani the Painter by anonymous artist, b: Mani Painting a Dead Dog by Sur Gujarati, folio 262b in
album leaf, detail (H:17.6 cm), gouache on paper. the Kamsa of Nizami, detail (H: 19.8 cm), gouache on paper.
Possibly Isfahan (Iran), ca. 15901610 CE, Safavid period. Agra (India), ca. 1610 CE, Mughal period.
British Museum, London (1948,1211,0.11) British Library, London (Or. 12208)

FIGURE 4/1 Mani the painter in a Safavid album and a Mughal illuminated manuscript
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imagined portrait shows a painter wearing pince-nez spectacles and sitting
with one knee bent for steadying the page as he dips his pen in a small Chinese
porcelain bottle.”! The inscription written in a small-script curving line to the
left of the figure reads: “Portrait of Mani the painter, beggar of the pen.””2 Down
to the spectacles and the porcelain inkwell, the composition of Mani’s por-
trait is notably similar to that of the two posthumous portraits of Reza Abbasi
(ca.1565-1635 CE) painted in Isfahan by his most gifted pupil, Mo’in Mussavir,
the painter (1617-1708 CE), who devoted his early career to Sah-nama illumi-
nations and sustained enormous productivity and a uniform style all his life.
He was also known for stunning single-leaf paintings, including portraits.”

The legend of Mani’s cave had been preserved in Iranian folklore until at
least the late nineteenth century as documented by the travel log of Albert
Houtum-Schindler. While discussing the Kialan Peaks (Pr. Kuh-e Kalian),* he
notes the following:

A peak in the southern extension of the Kialan Mountain is called Tug-i-
Manid, or Chig-i-Mdni (‘the peak of Mani’). I was told that on the top of it
were some chambers hewn into the rock, and that Mani the painter was
there hidden for a year before appearing to his disciples as a young man.”

Although Mani’s cave story is well attested in Iranian literature and to a lesser
degree also in Iranian folklore, no medieval works of art are known today to
show Mani in a cave painting his prophetic miracle, the Arzang.

71 For a note on Mani’s green tunic, see Reeves 2011, 120.

72 The inscription identifying Mani is written in small script along the left edges of the
painting across the sandy background, where the artist uses randomly placed small dots
to define the ground texture of the garden. The calligrapher’s initial “m-" in Mani's name
appears to have a dot above the letter giving the misleading impression on an initial “f-”
Thus, the name identifying the figure in the inscription on the British Museum'’s online
catalogue reads: “Fani the painter” Consequently, this painting is catalogued under
Fani (1948,1211,0.11). Online Catalogue of the British Museum, accessed May 31, 2013,
http://www.britishmuseum.org/research/collection_online/collection_object_details.
aspx?objectld=265842&partld=1.

73 Soudavar and Beach 1992, 264; Grube and Sims 1989, 223, Fig. 40; Blair and Bloom 1994,
180-181 and 325 note 51; and Welch 1973, 147-148.

74  Part of the Zagros Mountain, the Kuh-e Kalian are located in Lorestan province near the
western boarder of Iran. They are about 45 miles north of the ruins of the Sasanian city of
Gundeshapur, where Mani died.

75  Houtum-Schindler 1880, 318. For over thirty years during the later nineteenth and early
twentieth centuries, Houtum-Schindler (1846-1916) was living and working in Persia as
an employee of the Persian government. For more on his life, see Encyclopeedia Iranica
Online, s. v. ‘HOUTUM-SCHINDLER,” accessed June o5, 2013, http://www.iranicaonline.
org/articles/houtum-schindler-albert.
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3 Dates: Ancient Origin and Mediaeval Preservation
A historical interest motivates these fourteen authors to reference a time asso-
ciated with their subject. Accordingly, at their focus is the era when Mani lived,
which they define often with great accuracy. In rare instances, they remark
about the existence of what appear to be later copies of Mani’s famous collec-
tion of paintings during their own era, and thus they also reference late medi-
aeval times (see Tab. 4/3: Dates).

All texts attribute the ArZang/Artang/Arthang to Mani and date it indirectly
to the middle of the third century, to the era of Mani'’s ministry (240—274/277
CE). Three authors provide further specifications. Sam@ni’s encyclopedia
places Mani under the reign of Bahram, son of Hormuz I (r. 272—273 CE),
son of Shapur. Abu al-Maali and the anonymous author of the Chagatai
story correctly associate Mani with the rulers of the early Sasanid era, noting
that Mani’s ministry began under Shapur 1 (r. 240—272 CE) son of Ardashir 1
(r. 221—240 CE). The Chagatai story goes further by stating that Mani’s life ended
under Bahram 1 (. 273—276 CE), who “ordered Mani to be skinned alive, stuffed
with straw, and hung on the city gate.” These details of Mani’s death are also
mentioned by Ferdowsi, who states that the king ordered Mani to be “flayed
and his skin stuffed with straw so that no one will be tempted to follow his
example. They hung his body from the city gates, and then later from the wall
in front of the hospital. The world praised Shapir, and men flung dirt on Mani’s
corpse.”’® The earliest surviving reference to Mani being skinned and his flayed
body displayed is known today from the Latin translation of a polemical text
the Acta Archelai, originally composed in Greek sometime between 330 and
348 CE.”” Although primary Manichaean sources also discuss the mistreating
of Mani’s corpse, they do not mention skinning: the Bema hymns preserved
in the Coptic Psalm Book lament only the dismemberment of Mani’s corpse,
while the “Sermon on the Crucifixion” in the Coptic Homilies only briefly men-
tions Mani’s bones laid to rest in Ctesiphon.”®

In rare cases, when Ferdowsl’s story about Mani is illustrated in illuminated
editions of the Sah-nama, the events surrounding Mani’s death became the
subject of (non-Manichaean) art.”® Three such paintings are known today
(Figure 4/2). (1) The earliest version derives from an Ilkhanid Book of Kings,
referred to as the Great Mongol Sah-nama (see Fig. 4/2a).8° The anonymous

76~ While the ruler responsible for Mani’s death is Shapur in Ferdowsi (see quote above), in
Ibn al-Nadim’s Fihrist, the ruler is Bahram, who after Mani’s death orders his corpse not to
be skinned, but halved and gibbeted on two city gates (Dodge 1970, 11, 794).

77  Vermes 2001, 148.

78  Psalm Book 225/17.4-18; and 226/19.31-228/24.3 (Allberry 1938, 225—228); and Homilies
63—67 (Pedersen 2006, 67, lines 14-15).

79  Encyclopedia Iranica Online, s. v. “SAH-NAMA iv. Illustrations,” accessed June 05, 2013,
http://www.iranicaonline.org/articles/sah-nama-iv-illustrations.

80  Grabar and Blair 1980, 148-149. From this exquisite illuminated manuscript 57 illustrated
and a few text folia survive, scattered among various public and private collections. An
extensive study of the manuscript revealed that originally this edition contained about
280 text folia and some 180—200 illustrated folia bound into two volumes. Most scholars
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a: Mani’s Death by anonymous artist, loose folio, detail (

H: 29 cm), gouache on
paper. Tabriz (Azerbaijan), ca. 1330 CE, Ilkhanid period. Private collection, Iran
(after Reza Abbasi Cultural and Arts Center, 1977, unumbered plate)
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b: Mani’s Death by anonymous artist, loose folio, detail (H:18.8 cm),
gouache on paper. Shiraz (Iran), ca. 1570 CE, Safavid period. Morgan
Library and Museum, New York. Promised gift of William Voelkle.

c: Mani with Shapir by anonymous artist, folio 4o4b, detail
(H:10.8 cm), gouache on paper. Agra (India), 16101620,
Mughal period. British Library, London (Add. 5600)
FIGURE 4/2 Life of Mani in Ilkhanid, Safavid, and Mughal editions of Ferdowsi’s Sah-nama
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painter presents his subject in a powerful composition. His visual story centers
on the straw-stuffed human skin hanging from a palm tree placed along the
vertical axis and topped with a gilded and framed title line, pushing the mid-
dle third of the upper frame five lines into the text area. The painter expands
upon Ferdowst's two sentences by showing the stuffed skin hanging from a
palm tree and the flayed body lying next to it on the ground. Flanking Mani’s
remains, the painter introduces a figure of the executioner, who seems to strike
the body with a sword; three figures of mounted soldiers, who comment upon
the sight; and two women, who are looking at the sight from the upper win-
dows of a multistory brick building, which may reference Ferdows1’s mention
of a hospital. (2) A Safavid version was produced in ca. 1570 CE in Shiraz and is
housed today in the Morgan Library and Museum in New York (see Fig. 4/2b).8!
Here, too, the flayed body is shown on the ground and the skin hanging, now
from a gallows. Next to the body is the executioner with a sword. The onlook-
ers now are beyond the palace walls. To the left of Mani’s remains, however, a
group of seven men seem to express sympathy—some raise their hand up to
their mouth, others comfort one another—as if they were painted to symbol-
ize Mani’s followers. Above them, the ruler is shown in his courtroom, holding
an audience, possibly with Mani, to reference the deliberations that took place
before his execution in FerdowsT’s story. (3) A Mughal version belongs to the
British Library (Add. 5600) and is found in a SGh-nama made for ‘Abd al-Rahim
Khankhanan between 1610 and 1620 CE (see Fig. 4/2c).82 Once again, only one
scene illustrates Mani’s story. It depicts Mani in Shaptr’s court as he explains
his teachings. In contrast to the subject of the two earlier paintings, this image
is set in a calm and elegant courtly setting. The artist shows Mani sheltered
under a cloth canopy, framed by two trees in the background, and surrounded
by his books at his knees. There are no signs of threat to his life. In contrast to
the earlier editions, in this case the anonymous artist selected an episode from
Ferdowsl’s Mani story that allowed him to emphasize the idea of religious tol-
erance—much favored by the Mughal ruler of India.

agree that the manuscript dates to the 1330s CE and was perhaps commissioned by the
vizier Ghiyath al-Din, son of Rashid al-Din of Tabriz (Blair 2004, 37—40). A color image
was published by the Reza Abbasi Cultural and Arts Centre in A Collection of Iranian
Miniatures and Calligraphy from the 14th to the 18th Century (1977, unnumbered plate).
The folio measures H: xx cm, W: xx cm).

81 Bahram and his court observe the flayed body of the heretic Mani, leaf from a Shahnamah
(TMP 2011.093.1; H: 37.5 cm, W: 23.5 cm, http://corsair.themorgan.org/cgi-bin/Pwebrecon.
cgi?BBID=309350), see “Treasures of Islamic Manuscript Painting from the Morgan:
Persian Poetry 9o,” see online exhibition of the Morgan Library (http://www.themorgan.
org/collections/works/islamic/manuscriptEnlarge.asp?page=90).

82  Shahnama by Firdausi (Add. 5600; H: 31.1 cm, W: 20.3 cm) contains ninety miniatures,
mostly with attributions and overpaintings of fifteenth-century originals; see the online
catalogue of the British Library (http://www.bl.uk/catalogues/indiaofficeselectpd/
FullDisplay.aspx?RecordId=015-000019791).
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TERTIARY RECORDS IN POST-MANICHAEAN ARABIC, PERSIAN, & CHAGATAI TEXTS

Unlike the mostly poetical paintings in the illuminated edition of FerdowsT's
Sah-nama, the illustrations of Mani’s story depict historical events from the
early Sasanian era. There are no contemporaneous Sasanid historical records
on this subject. Early Manichaean sources avoid details besides noting that
Mani dies the night before his planned execution and subsequently his corpse
was dismembered in Bahram’s prison at Gondeshapur (Syro-Aram, Béth
Lapat).83 Polemical accounts mention either the skinning or the halving of the
corpse, and the displaying of the remains at the gate(s) of the city.8* Since,
the polemical cave story originated after FerdowsT’s era, it is unlikely that any
illustrated editions of the Sah-nama featured Mani with his Arfang/Artang/
Arthang.

Another way of dating Mani'’s activities in the Islamic passages surveyed
above is to describe Mani’s prophecy as following that of Jesus. Two texts bring
up Jesus’ prophetic lineage in connection with Mani, including the Chagatai
story and Dast Muhammad’s account. In this regard, especially the Chagatai
mention is in accordance with Manichaean prophetology that emphasizes
the prophecy Jesus, preceding that of Mani. As pointed out by John Reeves,
Islamic historiography takes note of this chronological succession as seen for
example in the work of the twelfth-century Central Asian historian of reli-
gions, Shahrastani, who is noted as one of the pioneers in developing a scien-
tific approach to the study of religions. In his Book of Sects and Creeds (Kitab
al-milal wa’l-nihal, 1153 CE), his discussion of the Manichaeans includes this
remark:

The Manichaeans are followers of Mani b. Fatak, the sage who appeared
in the time of Sabuar b. Ardasir, and whom Barham b. Hormizd b. Sabur
put to death. This was after (the time of) Jesus b. Maryam, peace be upon
him!85

The last, and arguably the most significant, issue concerning dating brings
up the existence of actual copies of Mani's Arzang/Artang/Arthang during
the late eleventh and early twelfth centuries, as noted in three of the earli-
est prophet-wonder texts (Abu al-Ma‘ali, Marwazi, Chagatai story). It seems
that the Ghaznavid historian, Abu al-Maali (1092 CE) starts this tradition by

83  The occasional appearance of Nishapur in this role is the result of a conflation of the
fates of Mani and Bihafrid (Reeves 2011, 35-36). Gondeshapur’s Sasanian ruins are still
visible near the modern city of Dezful (Khuzistan province), located along what is today
the western border of Iran. Founded in ca. 260 cE by Sapir I and built by prisoners of
war from the Roman army, Gondeshapur was the provincial capital and occasionally the
location of the Sasanian royal court. During Mani’s imprisonment and death, Bahram
(Varahran) 1 (r. 273—76 CE) held his court there. For the history of the city that was still
populous during the fourteenth century, see Michael Morony’s entry at the Encyclopcedia
Iranica Online, s. v. “BET LAPAT, accessed June o5, 2013, http://www.iranicaonline.org/
articles/bet-lapat).

84  On the Islamic sources, see Reeves 2011, 33—48.

85  Reeves 2011, 45; a similar chorology is noted by Ibn al-Mutada (47).
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adding to the end of his brief discussion that Mani’s ArZang was kept “in the
treasury at Ghazna” during his time. Abu al-Ma‘alt’s temporal closeness to the
Manichaean era of Central Asia and the objective tone of his discussion make
his reference historically credible. His remark does not distinguish between an
“Ardhang-relic” (i.e., an archaic collection of paintings from the third century
that Mani himself used, preserved and revered afterwards as a holy object) and
a later edition of Mani’s Ardhang, so identified (as all books are) by its intel-
lectual author and title.

The passages surveyed indicate an approximately 850-year existence of
Mani’s Ardhang in Iran. While one of them concerns the post-Manichaean era
of Iran during the late eleventh century, five point back in time all the way to
the first phase of Manichaean history that took place during the second half
of the third century. As noted in Chapter 2, the survival of one from among the
several copies of Mani’s collection of images that were produced at the behest
of Mani (M 5569) from the mid third century to the late eleventh century is
unlikely, but not impossible. Remarks about the existence of Mani’s Ardhang
in the treasuries of the rulers of “the wilder regions of China” as stated by
Marwazi and the anonymous author of the Chagatai story are not credible.

4 Appearance: Imagining Paintings over 8oo years in the Past
None of the fourteen authors claim that they personally saw any example of
Manichaean pictorial art. This lack of first-hand knowledge, however, does not
hinder their imagination concerning the appearance of the paintings that Mani
made during the early Sasanian era. Most often they provide various direct and
indirect clues about the medium, material, and format they had in mind, while
writing about Mani's Arzang/Artang/Arthang (see Tab. 4/3: Appearance).
Regarding its medium, all authors agree that Mani’s work in question was
pictorial in nature. Others also note that it contained painted images and was
an impressive work of art (Abu al-Ma‘ali, Mirkhwand, Khwandamir, and Dast
Muhammad) and a masterpiece of a great artist (Abu al-Ma‘ali, Mirkhwand,
and Khwandamir). Two authors discuss Mani’s superb talent as a painter, dem-
onstrated by either the thinness of his painted line (Abu al-Ma‘ali) or the even-
ness of a large circle that Mani could draw without a compass (Mirkhwand).
Two authors emphasize the people’s astonishment when seeing Mani’s painted
work: “Everyone who saw it said: ‘The world had brought forth a thousand fig-
ures, but there is not one comparable to what is painted here’” (Mirkhwand
and Khwandamir). In one case, the miraculous quality of Mani's paintings is
emphasized: “When men asked him [Mani] to show them a miracle he took
a piece of silk and retired to a cave [...] for a year. At the end of that time he
emerged with a silk covered with wonderful figures, men, beasts, trees, and
birds; and that silk was the famous Arzhang of Mani” (Dust Muhammad).
Remembering Mani’s skill as a painter receives attention in Central Asian
art in connection with legendary events. One such depiction is found in a
full-page book painting that occupies the verso of folio 262 in an early mod-
ern illuminated edition of the Kamsa of Nezami (1141-1209) made for the
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Emperor Akbar (r. 1556-1605 CE) housed today in the collection of the British
Library (Or. 12208) and dated to 1610 CE after its colophon (Figure 4/1b).86
The last part of this lavishly illuminated manuscript contains Nezami's
version of the Central Asian epic of Alexander the Great—the Eskandar-nama
(1202 CE). This work is an elaborate poetical version of a courtly Alexander
romance that contains a vast array of stories from Iranian folklore. It is the
longest work in the Kamza.8” It includes a story about a painting competi-
tion between painters of Rim and Chin. According to a tale told in connec-
tion with this competition, Mani’s religion was accepted in China: Mani set
out from Iran to China. In order to hinder his arrival, a pool of crystal, which
was painted to look like water, was put in his way. Sensing the deceit, Mani
pulled out his flask, broke it on the stone, and began to paint onto the surface
of the crystal a repulsive image that looked real in order to keep future travelers
away. He painted a dead dog with squirming worms amidst its spilled intes-
tines. Impressed by this considerate solution, as well as his paintings skills,
the Chinese accepted Mani'’s teachings. The Mughal miniaturist, Sir Gujarati,
famous for painting his subjects in the context of their professions, was invited
to paint this event for the edition of the Kamsa made for Emperor Akbar.88
He composes this scene by placing travelling merchants in the foreground and
a distant city in the background. He devotes the lower three-quarter of the
picture plane to show “the wilder regions of China,” with its mountain, trees,
and pastures with grazing animals. He shows Mani on the surface of the crystal
slab, painting intensely the gruesome subject.

The format of Mani's ArZang/Artang/Arthang remains mostly unspecified
in the texts surveyed in this chapter. All but one of authors convey that it was
a solely pictorial work, consisting of images painted in various portable medi-
ums, which they imagine a some sort of a pictorial book (‘Asadi, Abu al-Ma‘ali,
Chagatai story, Dasatir, S. Munshi, Katip Celebi), a pictorial scroll (Marwazi),
or a pictorial tablet (Mirkhwand, Khwandamir). The format is not discussed in
one case (Dast Muhammad). Only Sam‘ani equates its pictorial content with
the Sabuhragan, seems to suggest an illuminated manuscript—that is, a book
(kitab) illustrated with pictures. By using the noun kitab some authors (‘Asadj,
Abu al-Ma‘ali, Chagatai story, Dasatir, S. Munshi, Katip Celebi) may imply a

86  Kamsa by Nezami, Or. 12208, Online Catalogue of the British Library, accessed May 31,
2013, http://www.bl.uk/catalogues/indiaofficeselectpd/PrintandDraw.aspx. Also see,
Encyclopeedia Iranica Online, s. v. "KAMSA OF NEZAMI,” accessed June o5, 2013, http://
www.iranicaonline.org/articles/kamsa-of-nezami; and Encyclopedia Iranica Online,
s.v. ‘ESKANDAR-NAMA,” accessed June o5, 2013, http://www.iranicaonline.org/articles/
eskandar-nama.

87  Inthiswork, Nezami mentions the Arzhang while describing the qualities of his Eskandar-
nama. He notes that it “took away the reputation of Mani and the Arzhang” (XxXv1. 157—
158, Clarke 1881, 295). Since Nezami's poetical reference does not contain enough data on
the Arzhang, it is not included among the tertiary sources analyzed in this chapter.

88  Brend 1995, 47-50.

199


http://www.bl.uk/catalogues/indiaofficeselectpd/PrintandDraw.aspx
http://www.iranicaonline.org/articles/kamsa-of-nezami
http://www.iranicaonline.org/articles/kamsa-of-nezami
http://www.iranicaonline.org/articles/eskandar-nama
http://www.iranicaonline.org/articles/eskandar-nama

200

CHAPTER 4

TABLE 4/5 Evidence about the appearance of Mani’s Arzang/Artang/Arthang in post-Manichaean textual
sources (14 texts)

Appearance Medium Material Format

Textual Source (date)
(1) ‘Asadi tusi (1060 CE) painting %) unspecified book format
(2) Abual-Ma4li (1092 CE) painting % unspecified book format
(3) Marwazi (before 1120 CE) painting paper scroll
(4) Sam‘ani (before 1166 CE) painting illustrating a text % unspecified book format
(5) ‘Awfi (before 1232 CE) painting paper scroll
(6) Chagatai story (no date) painting paper codex-shaped box
(7) Qawwas (1315 CE) painting %) unspecified book format
(8) Shams-i munshi (1328 CE) painting %) unspecified book format
(9) Mirkhwand (before 1498) painting % tablet
(10) Khwandamir (1524) painting %) tablet
(11) Dust muhammad (before 1565) painting silk %)
(12) Al-Din Husayn’s (1608) painting % unspecified book format
(13) Dasatir (before 1624) painting & unspecified book format
(14) Katip Celebi(1657) painting & unspecified book format

codex, but none actually specifies a codex (Ar. mushaf) over a scroll—both of
which would be understood under 4itab.

Concerning the material used as the support on which Mani painted his
Arzang/Artang/Arthang, only three authors make any remark. They specify
one of two materials, naming either paper or silk, both of which were used by
the painters working for elite commissions in the royal courts of the Iranian
cultural region in the time these accounts were written. Two authors from the
twelfth century note paper (Marwazi, Chagatai story), while one sixteenth-
century author (Dust Muhammad) imagines Mani painting on silk.

One additional remark about the appearance of Mani’s paintings is given in
the dictionary dedicated to the Mughal emperor, Jahangir. In it, Mani’s Artang
is juxtaposed with the Tengh of the ancient Geek painter Zeuxis. These two are
given as examples of famous picture books from the past that were painted
according to two culturally distinct artistic traditions: “the Tenghi Zeuxis is a
picture book of Greek pictures, whereas the Artang is a picture book of Chinese
pictures” (Jamal al-Din).

Taken together, these passages provide a sizable body of evidence.
Although none of the authors had firsthand knowledge of the paintings they
write about, their data allow us to detect references to three pictorial works
of art through their media, materials, and formats (Table 4/5). They include
(1) “a painting” i.e., a most likely a cloth hanging scroll that Mani painted while
traveling in India as noted by the use of the noun tasvir (Chagatai Story),
(2) as a collection of pictures painted on some solely pictorial medium (all
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texts except Sam‘ani), and (3) paintings illustrating a text, which could be
either images depicting the teachings of a text or paintings in an illuminated
manuscript (Samani).

5 Content: The Overall Doctrinal Theme

Surprisingly limited attention is paid in these passages to the subject that
Mani’s paintings portrayed. With two exceptions (Dasatir, Sam‘ani), the
authors do not discuss any specific themes. Instead, they state only how the
prophet Mani painted “a collection of pictures/figures,” which implies, but falls
short of stating, that the paintings in question depicted Mani’s teachings (see
Tab. 4/3: Content).

Accordingly, the doctrinal content of Mani's Arzang/Artang/Arthang is
implied by noting that Mani used them to “lead the people astray” (Chagatai
story, Mirkhwand, Khwandamir, Muhammad). Writing before 1160 CE, Sam‘ani
notes that Mani adorned this book of his with “pictures and colors and set out
in itlight and darkness.” The latter characterization is paralleled by a remark of
Ephrem Syrus in discussing Mani's Yugna during the late fourth century.8® The
early seventeenth-century author of the Dasatir provides the most informa-
tive remark by stating that Mani’s images included mythological beings, that
is, “celestial angels,” and that the iconography of one such figure combined “a
human body and an elephant head.” The credibility of the latter claim is con-
firmed by an actual depiction of such a figure that can be seen on a surviving
example of Manichaean art from Turfan.

6 Function: Didactic Paintings Admired and Polemicized in a
Prophet-Wonder Story

The Arzang/Artang/Arthang is discussed in a variety of roles in this literature

(see Tab. 4/3: Function). Whether lexicographic or literary, all passages state

that the prophet Mani had a collection of pictures and thereby imply that the

paintings functioned in a religious setting. Beyond this general notion, only the

prophet-wonder tales attribute additional roles to them (Table 4/6).

In harmony with the Manichaean records, the texts surveyed above state or
imply that Mani employed images in service of his mission. Embedded in the
story of Mani’s prophet-wonder, four authors note that the paintings were used
for conversion, since once Mani showed them, the people accepted his religion
(Marwazi, Chagatai story, Mirkhwand, Khwandamir). Only one author empha-
sizes that Mani’s followers were guided by the Arthang. In his words, they took
it “as their copybook for disbelief and refractoriness and, strangest of all, held
that silk up as an equal to the Picture Gallery of China, which is known to
contain images of all existing things” (Dust Muhammad). Besides this remark,
none of the passages discusses how Mani used his pictures.

89  Both Ephrem and Samni emphasize in full accordance with Manichaean sources that
Mani (1) had written his teachings in book(s), and (2) had captured his teachings in fig-
ures/pictures and pigments/colors. They also state that (3) Mani’s paintings showed his
teachings on light and darkness.
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TABLE 4/6

CHAPTER 4

Functions of Mani’s Arzang/Artang/Arthang in Islamic literature (14 texts)

THREE FUNCTIONS OF MANTI'S PAINTINGS

MANICHAEAN DIDACTIC FUNCTION
Reporting about Mani and his followers during

the mid-3rd century (implied by all texts):

Mani used painting to reinforce his teaching.

l

\J
SECULAR AESTHETIC FUNCTION

Reporting about the elite culture of Iran and
China during the nth-12th centuries (3 texts):
“Still preserved in treasury/library.”

A\
ISLAMIC PROPHET-WONDER FUNCTION

Redefining function in Islamic literature during
the 12th-16th centuries (6 texts):
“I brought this from heaven to be my prophetic miracle.”

Attributing an aesthetic function that reached beyond the Manichaean
community is unique to this literature. Three authors remark about Mani’s col-
lection of paintings as a valued work of art in non-Manichaean settings during
their own times—the late eleventh and early twelfth centuries. The earliest of
the three is the Ghaznavid historian, Abu al-Ma‘ali, who states at the end of his
brief discussion that the Arzang was kept “in the treasury at Ghazna.” Writing a
generation later, during the Seljuk era of Iran, Marwazi makes a similar remark
at the end of his false prophet-wonder story. He writes that Mani’s pictorial
book still exists in the royal libraries “across the wilder regions of China,’
and that “its antiquity is confirmed.” The anonymous author of the undated
Chagatai story also states at the end of his passage about the Arzang that it was
“still preserved in the treasury of the Chinese emperors.” While Abu al-Ma‘ali’s
statement may have some historical accuracy, the other two authors write
about an i