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Foreword 
 

This report is the proceedings of the Section II titled “Buddhism and Art in Turfan” of the International 
Symposium “Buddhist Culture along the Silk Road: Gandh ra, Kucha, and Turfan” held on November 4th, 
2012 at Omiya Campus, Ryukoku University.  

The Center for Buddhist Cultures in Asia (BARC, Director: Professor KATSURA Shoryu) started 
operation in April, 2010, and scheduled the symposium for “Buddhism in Central Asia” in 2012. BARC seeks 
to comprehensively study its diversity and the contemporary role of Buddhism in different regions of Asia, 
focusing on Central Asia as well as Southern and Eastern Asia. Different cultures coexisted around Buddhism 
on its axis in Central Asia until Islamic culture took over. It has been awaited to bring the knowledge to the 
contemporary society which elucidates the historical environment which accepted the phenomena such as 
interaction and fusion of different cultures.  

The International Symposium “Turfan Revisited” took place in Berlin in 2002 and the International 
Symposium “The Way of Buddha” took place in 2003 in Ryukoku University. Ten years has passed since then 
and study of Buddhism in Central Asia also has progressed. The communication of specialists in different areas 
has been intensified as it used to be in the Ancient Silk Road. Numerous approaches have been made from 
various angles in order to analyze complicated Buddhism in Central Asia in recent years. This is the reason 
Professor MIYAJI Akira suggested inviting researchers from both Philology and Art History area for this 
International Symposium.  

Following the establishment of BARC, Ryukoku Museum was opened in April, 2011 by Ryukoku 
University. Ryukoku Museum appointed Professor MIYAJI who is the leading figure in Buddhist Art in India 
and Central Asia as the director. The museum exhibited “The Path of Buddhism” which focused on the Otani 
Expedition and reconfirmed its great undertaking.  Ryukoku University continues the tradition of the advanced 
research for cultures in Central Asia based on the Otani Collection. The restoration projects for the past Buddhist 
cultures have been implemented with scientific technology at the Digital Archives Research Center on Seta 
Campus, Ryukoku University. The advanced technology and their efforts have made complex restoration 
possible for the wall paintings drawn on the corridor of Bezeklik Cave temple exhibited on the 2nd floor at the 
museum. The late Professor KUDARA Kogi, the leading researcher for Uyghur Buddhism in Japan, had 
longed to have the International Symposium focused on the researches of Pra idhi scene from Bezeklik, and 
Professor Peter ZIEME had a joint research project with Professor KUDARA back then. Dr. ZIEME had a 
chance to visit Japan in 2011, and then the proposed plan for the International Symposium “Buddhism and Art 
in Turfan: From the Perspective of Uyghur Buddhism” which had been awaited by Professor KUDARA came 
to reality.  

TACHIBANA Zuicho, who was one of the members of Otani Expedition, first started to research Uyghur 
Buddhism in Japan. After he completed the second expedition, he learned to read Uyghur from Dr. Edward 
Denison Ross in India. It was then he started to research manuscripts written in Uyghur. During the second 
Otani expedition, NOMURA Eizaburo brought a part of the Pra idhi scene from Bezeklik in Uyghur, which 
has been stored at Tokyo National Museum. The foundation of the research for Uyghur Buddhism was formed 
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by the Otani Expedition. By inheriting traditions from the Otani Expedition, we were pleased to organize the 
International Symposium at Ryukoku University providing the forum for specialists to present their latest 
research on Uyghur Buddhism. 

Consulting with Professor MIYAJI, we have decided to have two sections for the International 
Symposium; Section I “Buddhism and Art in Gandh ra and Kucha”, Section II “Buddhism and Art in Turfan: 
From the Perspective of Uyghur Buddhism”. 

We invited four speakers for the International Symposium. The first speaker, Professor Peter ZIEME is a 
foremost researcher for Ancient Uyghur philology, and he is an honorary associate researcher at The Berlin-
Brandenburg Academy of Sciences and Humanities, Turfan Studies. He was also a professor at Freie 
Universität Berlin, and has numerous writings about Buddhism, Manichaeism, and the Nestorian sect of 
Christianity written in ancient Uyghur. We are very fortunate that Ryukoku University has a close relationship 
with him.  

The next speaker was Dr. Ines KONCZAK, a postdoctoral research fellow at the National Museum of 
Berlin, who specialized in the study of Buddhist Art in Central Asia, conducting research for the Pra idhi scene. 
She became well known as an innovative new researcher. She was a visiting research fellow at BARC, 
Ryukoku University and stayed in Japan at from October 2012 to Dcember 2012.  

The third speaker was Dr. Lilla RUSSELL-SMITH, a curator for Central Asian Art at the Asian Art 
Museum, the National Museums of Berlin. She is also specialized in Buddhist Art of Central Asia, and gained a 
reputation by her excellent research work for Uyghur Buddhist Art. Her writing “Uyghur Patronage in 
Dunhuang” influenced the research fellows in the same field.  

The last speaker was Mr. KITSUDO Koichi from Ryukoku University, specialized in history of Central 
Asia. He showed remarkable achievement in the research area of Uyghur Buddhism. The part of his research 
was introduced in 05  (Updated Asian History 
05 Central Asia, Intersection of Civilization and Culture) published by Kosei Shuppan Co. 

The above mentioned four speakers gave the presentations to numerous participants gathered for this 
Symposium, and questions and answers were exchanged. Active discussions were followed at the round table 
after presentations every day. It was an original idea to focus on Uyghur Buddhism for the symposium, and this 
was the first attempt by taking the approach from both manuscripts and arts. I would like to show my deepest 
appreciation to the four speakers and also Ms. MORI Michiyo, a research fellow at Waseda University, and Ms. 
HIYAMA Satomi, a research fellow at the National Museum of Berlin who made special efforts for translating 
hand outs and interpreting at the presentation sites. I also would like to express my gratitude to the specialists 
who took part in the discussions. I will be delighted to find out if this report does contribute to the Study of 
Buddhism in Central Asia.

IRISAWA Takashi 

Director, Unit II: Research Group on Central Asia, 

Ryukoku University Research Center for Buddhist Cultures in Asia
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Some notes on Old Uigur art and texts

Peter ZIEME
(Honorary Professor, Freie Universität Berlin)

Preliminary remarks1

The Old Uigur culture developed within a nomadic society in the period from the 6th to the 
middle of the 8th century. After the foundation of the Great Uigur Steppe Empire in the middle of 
the 8th century till its end in the middle of the 9th century the Uigurs were deeply influenced by its 
involvement in the political Chinese affairs when even Uigur rulers were invited to military support 
against rebels like An Lushan. At the same time Sogdian businessmen and cultural activists held 
powerful positions in Karabalgasun o
important event was the conversion of the ruling class to Manichaeism documented in the 
Karabalgasun inscription as well as in Chinese and even in some indigenous sources of the Uigurs 
themselves. During the period of the Uigur Empire other religions as Buddhism or Christianity had a 
minor impact, if any. 

After the exodus from the Mongolian Steppe in the middle of the 9th century the West Uigur 

developed into a strong and independent power with political and cultural relations to all its 
neighbours. At least in its cultural dimensions it lasted till the end of the Yuan Empire. While the 
rulers in the 9th and the beginning 10th century were still following Manichaeism, they shifted to 
Buddhism, probably under the inspiration to keep better under control the whole population of 
Turkistan where Buddhism was flourishing since many centuries. Although it is difficult to give a 
definite date when Manichaeism ended, its decline started in the early decades of the 11th century. 

It seems to be natural that the religious shift of the ruling class from one religion to the other 
does not mean that Buddhist art and literature did not exist before that final conversion. It is a fact 
that Buddhism prevalent in the region continued to be practiced by Sogdians, Tocharians and 
Chinese. Therefore it may be justified to assume that some Old Uigur Buddhist texts were already 
translated or composed during the 10th century. This new cultural production increased more and 
more culminating around the end end of the 10th and the beginning of the 11th century. 

With the fall of the Mongol Empire and the final conversion of the population of Turkistan to 

1

Japanese.
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Peter ZIEME

Islam Buddhist culture quickly declined and totally disappeared. At the final stage several Old Uigur 
texts, mainly written in alliteration verse, express a pessimistic view. An expressive example is 
contained in a fragment from Yarkhoto2:

Ras yana will be shed.
nomtaš kataš sa Comrades in dharma and relatives will be dispersed.
nom -lar itlingäy Preacher masters will vanish.
nomsuz törü kü längäy The law without dharma will gain strength.
bo orun-lar bolmagay These places will not exist. 
burx[an] körki kalmagay Buddha figures will not remain.

[People will forget (?)]
[bu ] the reason for doing .

After giving such a rough survey on the political and cultural development of Uigur Central 
Asia I would like to discuss some relevant items based on the results of expeditions, experiences and 
editions of more than a hundred years.

Generally it is assumed that Old Uigur literature during the period of the West Uigur Kingdom 
in Turfan and Dunhuang developed under the influence of the following three traditions: Tocharian, 
Sogdian, and Chinese. Can we trace the same traditions in the development of art objects, too? 
Although I am not an art historian, I simply would answer in the affirmative. For Tocharian 
influence or antecedents we have so far only textual evidence. Among the Old Uigur books with a 
definite Tocharian background like the , the Maitrisimit 
nom bitig, the so-called idiyut bitig or a commentary to an unidentified Buddhist it is only the 
first item that has illuminations, but their Tocharian features can be found only in wall paintings 

.3 Sogdian art has, as it is generally said, a typical style that 
may be found in some art objects from the Xinjiang region, too, but so far there are no traces among 
the Old Uigur materials. Sogdian art of Xinjiang was the topic of a larger study of Jorinde Ebert, but 
she never published her results. Chinese forerunners of Old Uigur art can be established, as we will 
see later.

Now I divide my paper into three sections:

I. Wall paintings and inscriptions, 
II. Temple banners and other movable art objects with inscriptions, 
III. Book illustrations. 

2 The quoted passage on the verso side of a fragment on which Evgeniy Kiy kindly informed me is written as a 
separate section. According to the pencil note y 66 on the recto side which contains a part of a Chinese version of the Lotus
sutra (= T. 262, p. 50b11-c21) the original shelf number in Berlin was [T I, II, or III] Y 66, now the fragment is housed in 
the Hermitage of St. Petersburg.

3 Wilkens 2013 (forthcoming). Here I would like to express my thanks to Jens Wilkens for sharing his idea about the 
style of Tocharian wall-
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Some notes on Old Uigur art and texts

I. Wall paintings and inscriptions

While the caves of Dunhuang can be dated to rather definite periods through, roughly speaking, 
one millennium, the question is more complicated for other places in the Tarim basin. Many of the 
wall paintings from Bezeklik and other places belong to the Old Uigur period. Evidence was given 
in careful studies by the pioneers Albert Grünwedel, Albert v. Le Coq, Ernst Waldschmidt, later by 
Annemarie v. Gabain and others, or more recently e.g. by Lilla Russell-Smith in her works. 
Doubtlessly up to this day art historians have laid the foundations for establishing characteristics of 
what can be called Old Uigur art, but much much work has still to be carried out. Long time ago 
Denis Sinor4 pointed out that the headgear of Uigur ladies on some Bezeklik paintings gives clear 
evidence for a late date, even for the Mongol period (13th to 14th centuries). Today new 
technologies like carbon dating are applied, but without checking such results against other criteria 
one can be dumbfounded. An example is the carbon dating of the famous Christian painting in the 
Museum of Asian Arts in Berlin. Marianne Yaldiz published the result of its carbon (C-14) dating to 
the period from 683-770 A.D.5 This date precedes or would be concurrent to the erection of the 
famous stele of Xi’an in 781 in which the introduction of Christianity to China since 635 was 
documented. If the dating of the wall painting is correct, it would be the earliest testimony of 

scriptural evidence in Syriac, Sogdian, and Old Uigur, as these documents seem to be dated later, 
9th and 10th centuries at the earliest, although regrettably no precise dates are available for either of 
them.

I leave the study of the Old Uigur objects from the point of view of an art historian to my more 
competent colleagues. Here, I only want to give some notes on those objects bearing in one or the 
other way some Old Uigur texts. There are to be distinguished three types of texts: a) inscriptions 
explaining the paintings or parts of them, b) inscriptions of donors including prayers in verse, c) 
inscriptions by later pilgrims, usually called graffiti. But often more than one type occur on a wall 
painting, and therefore I abstain from treating the examples in this strict order. Examples of type a) 
contain the most promising features for the study of art objects, of course. Unfortunately there are 
not many examples. In the third cave of Murtuq there is a famous wall painting studied by Lilla 
Russell-Smith6. Although partly destroyed one can recognise that this picture (pict. 1) is based on 
the . One sees several cartouches in the lower part and on the right margin as 
well. It is sure that the texts in these cartouches are written in Old Uigur. There was some hope that 
these attached texts help to explain the painting or are perhaps quotations from the , but so far 
one can only conclude that these text portions contain no direct allusions to the content of the 
painting, they are rather only donor or pilgrim inscriptions.7 Probably these cartouches were 

4 Sinor 1938, pp. 83-87.
5 Yaldiz et alii [2000], p. 224 (cat.-no 324: MIK III 6911).
6 Russell-Smith 2005, p. 91 sqq.
7 Here I express my sincere thanks for Mr. Nobuyoshi Yamabe’s help.

- 7 -



Peter ZIEME

originally designed for later explanations, but then remained empty thus inspiring visitors to write 
their own names and prayers into them. Nobuyoshi Yamabe is now undertaking a comprehensive 
research of the paintings in this cave, so for further detail one should await his results.

Our first example (pict. 2) is a painting of a Siddha belonging to the Central Asian Collection 
in the Hermitage of St. Petersburg under the shelf number TU-532. Recently Dai Matsui who 
examined the name of Bezeklik and its Chinese counterpart Ningrong interpreted some parts 
of the inscriptions.8 I continued the decipherment of other sections extending to several scribbles.9

Among others in one section the scribe refers to the depiction of a lotus face Buddha: A certain 
“Buddha having 

a face of a lotus flower”. This expression is enigmatic as there is no figure to refer to, but lotus 
flowers are scattered on different parts of the painting.

In other sections we find some alliterating stanzas as well as many scribbles. As far as one can 
conclude from these inscriptions, only one refers to the painting itself. The texts composed in 
alliteration verses are probably ad hoc compositions written by visiting monks who stayed in the 

for elucidation by resident monks. They wrote about their experience and offered it for 
further generations, as we may see from the expression ken körgü “later (people) should regard (it)”.

A peculiar painting (pict. 3) was found in Bezeklik. First published by Le Coq in Chotscho10 it
belongs to the lost items of the Museum of Asian Art (MAK).11 A selection of those art objects of 
the MAK brought to Russia after World War II and now preserved in the Hermitage of St. 
Petersburg were shown during the large exhibition in 2008.12 The participants of the PIAC which 
was held in 2010 in St. Petersburg were given the chance to have a look at a large part of the “lost” 
pieces including this one.

Some parts of the central picture are inscribed by words in Old Uigur. Le Coq thought that 
these notes were added by a pilgrim. That may be true, but nevertheless the text gives a good 
explanation of the depiction. The wheel is an old symbol for the teaching of the Buddha, and just 
this is said in the Old Uigur sentence: - nomlug tilgän ävirmiš körki bo ärür yamu
“This is the depiction how the heavenly Buddha turned the dharma wheel. Sure!” According to the 

the Buddha said: uttaro, dhammena cakka
vattemi, cakka appativattiyam.13 On both sides the donors, apparently a high-ranking couple, is 
painted. Their names are given in separate cartouches.

One more example may be considered here. It is IB 8622a (pict. 4) among the lost items of the 
MAK14 which was retrieved in St. Petersburg. These are actually two fragments from the wall 
painting in cave 34 of Bezeklik. The first one is a depiction of two s with a longer cartouche 

8 Matsui 2011.
9 Zieme 2013b.
10 Le Coq 1913, pl. 38c.
11 Dreyer et al., p. 119: IB 6864.
12

13 Quoted from Zin / Schlingloff 2007, p. 11.
14 Dreyer et al., p. 155.
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Some notes on Old Uigur art and texts

inscription between them. It starts with a date and probably a sentence about the act of painting. The 
text in lines 6-7 says that the donor
ärklig kuanši türü tägintim “I humbly ordered to paint the holy 
Bodhisattva Guanshiyin who is powerful to look [at all]”). Accordingly one has to assume that the 

pict. 5) shows 
donors.

Most of the Buddhist donor or pilgrim inscriptions are executed in Uigur script, but there are 
exceptions. Dieter Maue edited one cartouche inscription from Kumtura preserved in the MAK in 
Berlin (pict. 6).15 (Skt) 16

pu (Uig) “(Skt) I, Pu yasena, venerate the Exalted Buddha. (Uig) I 
want to become Buddha!” While Dieter Maue supposed that bur instead of the usual burxan is a 
mark of humility, one may also think of the possibility that this bur may be another form of the 
transcription of Chinese “Buddha”. As known from other texts the Uigur pronunciation of 
fo greatly varies ( etc.), but always ends in a final -r. Here I shortly refer to the origin 
of the usual name of Buddha: burxan < fo + Turkic (or rather Pre-Turkic) title xan “king, ruler”. 

Old Uigur texts from Kumtura are exceptional. Therefore it might be appropriate to mention 
another wall painting from Kumtura depicting a group of donors. While the monks have their names

written in the cartouches in Chinese script, as e.g. faxing lüshi “Vinaya master Faxing”, 
there is a small inscription above the head of a child sitting near the feet of the master. That 
inscription (pict. 7) is written in Uigur letters: kumari siung “Boy (< Skt. ) Siung (< Chin. 

or ).17

Lay people in the same cave (pict. 8) have their names written both in Chinese and Uigur script. 
The lady on the left bears the name xili sili gongzhu = (Uig) 
“Princess Realm-Pure”. The man in the middle is called: 18 ? tongsheng axiong 
tong bei (?) chuo19 (Uig) ”. The third person is 
again a lady: “Princess El”.

The collection and edition of the name cartouches and other inscriptions on the wall paintings 

15 Maue 1996, cat.-no. 74.
16 Maue 1996, p. 203 fn. 2 corrected it to buddha bhagavanta .
17

18 I owe this reading Wang Ding.
19 There are some difficulties in reading the Chinese characters.
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of the Turfan region remains an ongoing task. The inscriptions on wall paintings preserved in the 
National Museum of Seoul were studied and edited by Hiroshi Umemura.20 For those of Berlin21

and St. Petersburg22 a collaboration is in sight, and its results will also be important for an 
international database of wallpaintings in Xinjiang. A similar project for the Non-Chinese 
inscriptions of Dunhuang should be carried out. 

II. Temple banners and other movable art objects with inscriptions

A banner (pict. 9) obtained by N. N. Krotkov in the Turfan region and published by S. F. 
Oldenburg23 24 The left cartouche contains the Old Uigur text kuanši im 
bodistv (< Chinese bodistv = Skt. bodhisattva), one of the names of the Bodhisattva 

in Old Uigur sources thus ascertaining this identification. Beside the donor figures 
the script column without frame mentions their names: and . Beneath the 
lotus throne there is a further inscription: yaruk kün which means “bright sun”, but its exact meaning 
here is not clear. Similar to some wall paintings this banner contains several, at least two types of 
inscription, i.e. an explanatory inscription of the depiction as well as names of donors.

In 2003 Takao Moriyasu published notes and explanations to the banners preserved in the 
Museum of Asian Art in Berlin as an appendix to the edition of these banners by Chhaya 
Bhattacharya-Haesner.25 Among these banners there are several that carry Uigur texts ranging from 
names only to longer donor inscriptions. As observed by Moriyasu Old Uigurs wrote also s 
on banners which is a rare feature on walls. I do not want to repeat the results of this important study, 
but I would like to refer again to one example. That is MIK III 443226, a banner with unique features. 
First of all within the mandorla a Chinese text is written. Probably this is the only example in 
Central Asia that a mandorla is inscribed with a text. Despite its poor state of preservation Yutaka 
Yoshida and Toshitaka Hasuike independently identified the Chinese text as the of the 

ita-saptako ka-cu - (T. 1075, 173a). In the 
following way its text can be reconstructed on the basis of other Old Uigur texts: n
samyak- - n le cundi sv h .27 We can conclude that the Cundi 
text belonged to the well-known Tantric texts already in the early period of 10th or 11th century. 
Bhattacharya-Haesner ide

20 Umemura 1995.
21 Here I would like to mention the excellent study of the inscriptions in cave 8 (new: 18) of Bezeklik by Takao 

Moriyasu, cp. Moriyasu 2008.
22 Cp. e.g. Matsui 2011.
23 -659. Cp. Oldenburg 1914, pl. L and LI.
24 Zhang 2007, p. 227.
25 Moriyasu 2003.
26 Bhattacharya-Haesner 2003, cat.-no. 121.
27 Zieme 2005, text D.
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Some notes on Old Uigur art and texts

of the mandorla.28 This is an enigmatic discrepancy I cannot explain. And I do not know of any 
further study of the banners edited by Bhattacharya-Haesner. This very important book with detailed 
descriptions of about 500 banners should be taken into greater consideration by art historians. The 
banner we are discussing now, has, and this is again a unique feature, ten side registers with depicted 
scenes and moreover inscribed with longer texts. Their poor state prevented us from identifying the 

trees … on a mountain (its name is missing) … some misfortunes like wild animals (wolf, tiger, 
leopard) are mentioned … (Buddha advises people) to read and teach the … the crowd speaks 
to Buddha: this … (Buddha says) Preach! … all beings … Apparently it was a short 
from which extracts were used here, but there are no key terms to clarify its origin.

III. Book illustrations
1. Illustrations at the beginning of a text or a collection of texts used as frontispiece

A fine example of a frontispiece has recently become known from the St. Petersburg Collection 
(pict. 10). It is the very first leaf of a larger book in Old Uigur. The fragment is preserved under the 
shelf mark SI-3114/1.29 On the left side we see the head part of a Buddha depiction. On the right 
there are the upper parts of three lines in Old Uigur. They contain the title of the book, but no 
distinctive word is preserved thus making it impossible to identify the title. The preserved text only 
says: “Veneration to Buddha, veneration [to the Dharma, veneration to the Sa gha]. All Buddhas 

e.”
Another so far unnoticed fragment of a frontispiece from Dunhuang was published as a 

fac-simile (pict. 11)30, its depiction is very enigmatic. The text in Old Uigur on the left margin is a 
work title, but only the last words are preserved thus leaving us in darkness about all what we would 
like to know: “The dharma scripture [called …], one 
scroll.”

To be mentioned are some well-known frontispieces to Old Uigur books: the 
31, the (which has a Sanskrit title but could not be 

identified with any known text, its essence is that the Buddha speaks a to a deer cow who 
has difficulties to give birth), the Yetikän sudur32 or the - -

33.

28 Bhattacharya-Haesner 2003, p. 131.
29 -no. 166).
30

(T 262, p. 3b11-3b22).
31 Müller, Uigurica II.
32 Zieme 2003.
33 Sander 1991.
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2. Illustrations to a given text

Illuminated books giving evidence to team work between scribes and painters are of different 
types. The arrangement of the pictures can differ from book to book, but for the later, i.e. Mongol 
period, when block printing was common one sees a tendency that one third of the height was used 
for a picture frame. Apparently this follows old patterns.

Saddharmapu or the 
Miaofa lianhua jing. It was translated from Chinese into Old Uigur in several editions, but only 
fragments of different sections are preserved. On the contrary, the translation of the 25th chapter of 
the Chinese version can be reconstructed from several manuscripts nearly entirely. The 

vara chapter developed already in Chinese into a little which was widely known 
under its new name Guanyin jing. In his study of the Tangut books of the Petersburg Collection A. P. 
Terentev-Katanskij included an illustration without further comment (pict. 12).34 It is obvious that it 
exactly corresponds to the Dunhuang booklet S. 6983 (pict. 13), a version of the Guanyin jing
which has the same structure. In the upper half we see the depictions of misfortunes into which one 
can fall and then the different scenes in which the Bodhisattva Guanyin appears in different shapes 
to rescue them.35 Our example shows the temptation of lust being the 8th in the list of the 
enumerated perils.36 The Old Uigur text which adds ordinal numbers to the sections mentions this 
item accordingly as the 8th.37

Now I would like to discuss a work already mentioned and which is known only from the 
Central Asian findings, the (DKPAM). It can be seen as a witness of 
the highly developed literary style of the Old Turks. The colophons to this work write that the work 
in question has been translated first from Tokharian B (küsän tili) to Tokharian A (toxrï tili) and then 
into Turkish (türk tili).38 The Old Turkish version is preserved in a great quantity of fragments from 
several manuscripts which were edited first by F.W.K. Müller in his pioneering Uigurica.39 Found 
in several sites in the Turfan oasis, they are housed in the Turfan Collection of the 
Berlin-Brandenburgische Akademie der Wissenschaften in Berlin. Geng Shimin and Jens Peter Laut 
recognized that several fragments from the Hami Maitrisimit nom bitig first supposed to be parts of 
the same, actually belong to the DKPAM and edited most of it together with Jens Wilkens40 who is 
carrying out the important project of a new edition of the Old Uigur text. The composition of the 

34 Terentev-Katanskij 1990, p. 160. According to K. Bogdanov it is preserved in the Krotkov Collection of the 
Institute of Oriental Manuscripts in St. Petersburg under the shelf number SI 5846 (Irina F. Popova per email from 
2012-10-22).

35 Murase 1971; Yü 1991.
36 Murase 1971, p. 44.
37 As only the beginnings of the lines are preserved (01 02 : […] 03 04 05 -

[…] 06 bilig[dä …] 07 -iklig […] 08 turug […] 09 : […] 10 11 12 […]) some doubts remain about 
the exact location. In the Old Uigur version of the 25th chapter the corresponding passage: 

38 Cp. Müller, Uigurica IV; Zieme 1992, p. 22, fn. 63.
39 Müller, Uigurica I, III, IV.
40 Laut 1996, pp. 189-199.
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DKPAM is very strict, it is divided into ten books arranged according to the sequence of the 
karmapatha, the Way of deeds, namely of avoiding the ten bad deeds. Each book has an 
introduction which culminates in a didactic talk between a teacher and a pupil. The master 
exemplifies the misdeeds in retelling stories that were already known to the believer or not mostly

The majority of the so far mentioned manuscripts belong to the typical type of Buddhist books 
in the pustaka format of a rather large shape without pictures.41 But there are also some fragments of 
illuminated manuscripts, and among them there are two types or depictions, contour drawings or 
sketches on one hand, and full coloured drawings on the other. In principle it might be that the first 
ones are only not finished drawings. There seems to exist one single manuscript from the site of 
Sängim, while full coloured manuscripts were found at Yarkhoto, Murtuq, Turfan area, and, 
according to its first publisher J. O. Bullitt, one at Dunhuang42. The full-coloured manuscripts were 
works of highly educated scribes and painters as one easily can judge from the book fragment 
preserved in Princeton43.

A good example (pict. 14) of the first mentioned group of manuscripts is U 1041 (T II S 12) 
described by Jens Wilkens.44 imba as a
later addition on the bottom of the illustration declares. Such explanations are rare as mentioned 
before.

But now I would like to discuss a rather inconspicuous piece (pict. 15): U 1082 (T II S 32a).45

Only few remnants of the drawing are preserved. Above two adorants in kneeling position and in 
are seen. Nothing is preserved from the middle of the drawing. Below some traces of a 

platform or sth. like that are visible. Jens Wilkens recognizes feet and parts of trousers of a person 
lying on a kind of box46, but in front of it there is one more item which is enigmatic and difficult to 
identify: this object is sketched by rounded lines and below it some stretched horns are visible. The 
reason for mentioning this damaged fragment here is the fact that the drawing was placed into the 
text of a colophon attached to the manuscript. Whether this was at the end of the book or at the end 
of one of the ten fascicles remains unsettled. The missing part of the colophon started already left of 
the drawing, we would expect sth. like “[We have written the manuscript... We convey its pu ya to 
X... May X reach Buddhahood … The spirits may protect … In the inner sphere they may] (now 
follows the first line right of the drawing:) guard and protect the teaching and the discipline, in the 
outer sphere they may keep the praised realm and law, the city and the land without suffering! 
Further this pu ya, this good [dee]d may bring happiness and welfare to the living beings of the five 
states, and our sons and girls up to the seventh generation may [obtain welfare]! [Without] delay 
they [may proceed to the high] place, and quick[ly they may receive in the ...] existence knowledge 

41 Ehlers 1987.
42 Bullitt 1989, p. 18. But this might be an error, as also Jens Wilkens assumes, see Wilkens 2013 (forthcoming).
43 Cp. IDP: http://idp.bl.uk/database/large.a4d?recnum=79539&imageRecnum=141183 (checked on 2012-12-07).
44 Wilkens 2010, no. 275.
45 Wilkens 2010, no. 341.
46 Wilkens 2010, p. 262 fn. 751.
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[   ].”
In this connection one could recall the phrases of merit transfer in the colophons of wall 

paintings. But there are also some other cases where drawings or pictures were combined with 
colophons:
a) marginal drawings of donor persons like in the text of caitya veneration.47

b) marginal depictions of sinners in the Shiwangjing manuscripts.
c) a block-printed edition of a collection of Uigur s with a colophon to which drawings of the 
three persons were attached.

Worth to mention are the illuminations of the Shiwang jing. After once created during the 9th 
century it gained popularity not in dogmatic Buddhism, but the more in popular Buddhism. 
Originally known only from Dunhuang scrolls in the 9th and 10th centuries, this book continued to 
be transmitted and to attain increasing popularity in China and later in Japan despite never having 
been taken into a catalogue of Buddhist scriptures. The book of 14 tables with accompanying texts, 
a kind of a guide book for the transfer of living beings after death, was translated into Old Uigur, 
probably at the same time. We know of about hundred fragments of Old Uigur versions scattered 
around the world. Recently S. Raschmann gave nice examples how some of them belonging to 
different collections can be joined, although only virtually.48 In Turfan also some Chinese fragments 
of the book came to light. The Chinese scrolls from Dunhuang were studied in great detail, mainly 
by Stephen Teiser49. The Old Uigur counterparts give further evidence to the narrow connection 
between Dunhuang and Turfan Buddhism. They are also good objects for studying the relationship 
between Chinese antecedents and the Old Uigur equivalents both in textual and pictural techniques, 
a unique possibility in Central Asian studies. 

In Sanskrit books from the Tarim basin we find only few examples of pictures. One example  
(pict.17) edited by E. Waldschmidt belongs to the .50 The lion symbolizes Buddha’s 
powers and is included in the scripture here. An Old Uigur version (pict. 16) was published by 

which strongly follows the Sanskrit pattern, although the author concluded that 
the text was translated from Chinese.51 Surely, he is right, and Ernst Waldschmidt’s comment on the 
Sanskrit manuscript gives support. He writes, that the manuscript is a scroll in Chinese style, 
because whenever the phrase of the lion’s cry is mentioned, the artistically minded scribe painted a 
ferociously looking lion at the place left empty.52

-known stories like the 
were already discussed.53 They belong to the Yuan period as well as the 

47 Cp. below.
48 Raschmann 2012.
49 Teiser 2003.
50 Waldschmidt 1958 (cp. SHT 765,2 in IDP). For a new manuscript with lion pictures cp. Hartmann / Wille 2010. 

Additional information by Klaus Wille.
51

52 Waldschmidt 1958, p. 387.
53 Zieme 1984.
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illustrations to the -Ekavi .54

3. Marginal illustrations 

One peculiar book which contains pictures of donors (pict. 18) on the margin is a text of caitya
veneration.55 The other one is a picture of a bird found in one of the Uigur fragments of the Institute 
of Oriental Manuscripts in St. Petersburg (pict. 19). While the bird was not mentioned by him, A. P. 
Terentev-Katanskij56 identified the main figure as Jupiter, arguing that holding a twig of flower 
characterises Jupiter. But I prefer to regard the depiction as a donor figure holding a flower. This is 
not unusual. Now what is the bird? We find similar pictures in several Chinese documents from 
Dunhuang. Danielle Eliasberg devoted a case study to this phenomenon57 in which she concluded 
that some high-ranking people used this signature bird as a special mark. In these Dunhuang 
documents the bird appears always after or beside the names in the last line. The bird therefore looks 
to the right side. Comparing this depiction with our Uigur example one recognises that the bird is 
just painted as looking to the left side. It is possible that the painting of a bird after the last line of the 
signature or name directly was borrowed from Chinese documents, but why does the bird look into 
the opposite direction? A simple reason is that it follows the direction of the columns: in Chinese the 
columns run from right to left, but in Uigur from left to right, and therefore the bird is painted 
mirror-invertedly. 

Instead of a conclusion

Finally I would like to mention one more interesting feature of Old Uigur Buddhism. The 
Dunhuang cave 181 (today: B 464) was already described in detail by Paul Pelliot58, but only the 
recent Chinese efforts in and on the so-called Northern Mogao Grottoes have yielded its great 
importance, of course, mainly for the study of the Mongol period. Aidar Mirkamal and Yang Fuxue
have examined the texts above the standing painted Bodhisattvas and came to the conclusion that 
they are passages from the Uigur version of the Suvar , namely from the 
chapter in which the Buddha stages are explained.59 Moreover the walls are decorated with wall 
papers containing another text once regarded by Pelliot as Mongol, but now clearly identifiable as 
Old Uigur. This text contains a short version of the Ga describing the 53 stations 
visited by the youth Sudhana.60

54 Zieme 2012.
55 U 3366. Cp. Zieme 2007; Zieme 2013c.
56 Terentev-Katanskij 1990, p. 165.
57 Eliasberg 1979.
58 Pelliot 1914; Pelliot 1981.
59 Aidar Mirkamal / Yang Fuxue 2012.
60 Zieme 2013a (forthcoming). 
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Some notes on Old Uigur art and texts
 

 
 
 
 
 
 

 
 
 

pict. 1

Murtuq]: After 

Zhongguo Xinjiang bihua quanji [Collection 

of paintings from Xinjiang, China], Vol. 6, 

Shenyang 1995, pl. 169.

pict. 2 -532.

 

pict. 3 Bezeklik cave 12. After Le Coq 1913, pl. 38c: IB 6864.
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pict. 4 Bezeklik cave 34. After Dreyer et al. 2002, p. 155. IB 8622a.

 

 

 
pict. 6 Museum of Asian Art: MIK III 417 (T IV MQ Qumtura). After Maue 1996, pl. 98.

pict. 5 Bezeklik cave 34. After Dreyer et al. 2002, p. 155. IB 8622b. 
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pict. 7 Wall painting from Kumtura cave 

79. After , p. 306.

pict. 8 Wall painting from Kumtura cave 79. After 

, p. 306.

pict. 9 -659. Hermitage St. Petersburg. 

After Oldenburg 1914, pl. L and LI.

pict. 10 Institute of 

Oriental Manuscripts, 

St. Petersburg: SI 3114/1. 

166 (p. 243).
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pict. 11 Institute of Oriental Manuscripts, St. 

opisi 2001.

pict. 12 Institute of Oriental Manuscripts, St. Petersburg: SI 

5846. After Terentev-Katanskij1990, p. 160. 

pict. 13 British Library: S. 6983. Cp. IDP.

pict. 14 Turfan Collection of the 

Berlin-Brandenburgische Akademie der 

Wissenschaften: U 1041 recto. Cp. Wilkens 

2010, cat.-no. 275.

pict. 15 Turfan Collection of the 

Berlin-Brandenburgische Akademie der 

Wissenschaften: BBAW: U 1082. Cp. 

Wilkens 2010, cat.-no. 341.
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pict. 16 Institute of Oriental Manuscripts, 

St. Petersburg:

2002, pl. XV.

 

pict. 17 SHT 765,2 in IDP.

pict. 18 Turfan Collection of the 

Berlin-Brandenburgische Akademie der 

Wissenschaften: BBAW: U 3366 (detail).

 

pict. 19 Institute of Oriental Manuscripts, St. 

Petersburg. After Terentev-Katanskij 1990, p. 165.
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Question and Answer Session 

Question and Answer Session

Irisawa The first question is from professor Fumio Enomoto, Osaka University. The question is: 

there is a Uyghur translation of “Heavenly Buddha”. What could be the original Sanskrit word for 

“heavenly”? Also, if “heavenly” is equivalent to deva = god, is it usual that Buddha is called as the 

god in Uyghur Buddhism?

Zieme I can only say yes. Buddha is always translated as Heavenly Buddha or Buddha or 

even , which means God of gods Buddha, so, eva, or something like that. 

In early times, I discussed several times with Kudara-sensei about this expression. He thinks, it must 

go back to some Tokharian expression. So there is also in Khotanese a similar expression. But, I 

simply think that the Uyghur word was not enough to translate Buddha. They wanted to – as already 

shown, the Uyghur translation of for itself is burhan, so King Buddha. Then, they wanted even to 

give a more exalted term by adding deva or , as an honorary title.

Irisawa Thank you very much. It reminds me that in Chinese translation sometimes Buddha is 

referred as “Tian Zhong Tian”=heaven of heaven. Second question comes from Yutaka Yoshida 

from Kyoto University. “In Manichaean books we can see paintings nearby the colophon. Do you 

think it has any connection with its Uyghur couterparts?”

Zieme I have no special research on it. But, of course, there can be some influence, and it is not so 

unusual to have paintings in other parts of the books. Usually, one expects paintings not within a 

colophon, therefore, I emphasized the painting within the colophon.

Russell-Smith It’s just a comment that Jens Wilkens in his latest paper, given at a conference in 

Bochum just a couple of months ago. It’s about an example of the - - .

He sees Sogdian influence both in the book and in the language and in the pictures. He was actually 

referring to the wall paitings from Shorchuk in the British Museum and in the Hermitage, so I just 

wanted to mention this because it was interesting to me when I discussed with him in the museum, 

that he is so convinced of the Sogdian the influence on that.

Zieme Thank you very much. I am looking forward to see the article. I was not there.

Russell-Smith I could also not attend that conference. I was sent the papers, so I can show them 

later to you.

Zieme But, we should expect more of this influence in Uyghur Buddhism, too.

Yoshida But We have the - - in Sogidian as well.

Zieme Yes, I know.

Yoshida We have a short passage corresponding to the Uyghur version.

Zieme Yes, but no pictures.
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Yoshida No, no, but you know, you have compared the Sogdiana with the Uyghur text. It looks 

like that the one does not depend on the other.

Zieme Yes, it is still enigmatic. But, we have a correspondence between Tocharian and Uyghur.

Irisawa Thank you. Today, Dr. Zieme gave us explanations on three different categories; wall 

paintings, banners and illustrations in manuscripts. The symposium aims to bridge between 

Philology and Art History. We have few specialists in Uyghur Buddhism or Uyghur language in 

Japan, and there are even fewer specialists for the Uyghur Buddhist art. I hope that the symposium 

contributes to bring further attention on the Uyghur Buddhism. Our first speaker, Dr. Zieme bridged 

from philology to art. Thank you very much, Dr. Zieme.
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Origin, Development and Meaning of the Pra idhi Paintings 
on the Northern Silk Road

Ines KONCZAK
(Post-Doctoral Fellow, Asian Art Museum Berlin)

1. Introduction

The so-called pra idhi ’s
Buddhahood by a Buddha of the past. They can be found especially on the Northern Silk Road. 
Since little is known about the origin, development and meaning of this particular type of painting, I 
decided to study this subject in the frame of my PhD thesis. In the following I would like to present 
some of my results.

The pra idhi paintings were discovered in the winter of 1902/1903 by the first German Turfan 
expedition, which was carried out under the direction of the Indologist Albert Grünwedel. They 
were mainly found in the Turfan area, where they were arranged in sequences on the walls of 
Buddhist buildings and were so numerous that Albert Grünwedel described them as “almost ... 
omnipresent decoration”1 of the temples. All these murals are large-scale, up to 4 meter high, and 
exhibit an almost stereotype composition in an Uigur-influenced Tang style.

They depict two successive scenes of a legend, one on each side of the painting, and both refer 
to the large-scale Buddha in the centre. The first scene shows a person, who is performing a 
meritorious act in front of the Buddha, for instance the donation of a gift, and the second scene 
generally shows the same person once more addressed by the Buddha. In one example from temple 
20 of the temple complex Bäzäklik in the Turfan area (fig. 1), the first scene shown on the right half 
of the picture depicts a king, who is presenting an umbrella to the Buddha. The second scene on the 
left half of the picture shows the same king worshipping the Buddha, who is turning toward the king 
with his right hand raised in the gesture of speech. In addition, further persons are depicted on the 
paintings. These can be figures, who accompany the protagonist, for example the wife of the king as 
shown in fig. 1, as well as monks and deities.

Why Albert Grünwedel has chosen to classify this type of painting as a pra idhi depiction is 
not clear from his records.

1 “geradezu ... ständige Dekoration”. Grünwedel 1905: 61.
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2. Definition pra idhi/ a

The Sanskrit term pra idhi and its synonym pra are frequently mentioned in particular 
legends that belong to the genre, i.e. in stories of the past lives of the Buddha. These legends 

t or Brahman, 
met different Buddhas of the past. According to Buddhist belief, there are continuously recurring 
eras in each of which one Buddha exists and teaches the Buddhist law – the Dharma. Hence there 
were countless Buddhas in past eras and there will be further Buddhas in future eras. But this does 
not mean that Buddhas are often to be encountered. Rather, it is said that the chance of meeting a 
Buddha as a human being and of listening to his teachings is very rare. To illustrate this fact, a 
Buddhist parable recounts that meeting a Buddha as a human being is just as rare as the chance that 
a one-eyed turtle, who lives on the ground of a sea and surfaces once every hundred years, will stick 
its head on its ascent through the hole of a wooden yoke that is floating on the surface of the sea.2

past. On these occasions he worshipped the Buddhas with donations and formulated the pra idhi
that he by the virtue of his merit earned by the performance of meritorious acts may become a 
Buddha in a future age. Thereupon he received the a from the Buddha of the past that he 

pra idhi is the explicitly formulated 
resolution to become a Buddha; according to the texts it can be expressed in words or composed in 
the form of thoughts. And the a is the prediction of the future Buddhahood by a Buddha.

Although in these legends the kara a is frequently linked to a previously formulated 
pra idhi, the two do not always appear as a pair. There are also narrations according to which 

pra idhi, but did not receive the 
a, because his accumulated merit was not yet sufficient.3 Alongside this, there are 

narrations according to which he received the a without formulating a pra idhi in 
advance.4 In order to differentiate those narrations which only know the pra idhi of the future 
Buddha without receiving the a from those which do contain the receipt of the a,
I will designate the latter in the present article as “prophecy legends”.

The so-called pra idhi paintings are solely visual representations of such prophecy legends. 
Therefore, in the following I will not refer to them as pra idhi depictions as it was introduced by 

2 This parable, which illustrates the rareness of the emergence of ideal conditions for attaining Buddhahood, is 
known from one s tra in Gandhari and one sutta in Pali. According to the Gandhari s tra these ideal conditions are: the 
presence of a Buddha in the world, his teaching of the Dharma and one's existence as a human being. See Allon 2007: 229f. 
The parable itself is based on a well-known narrative motif that is also used for instance in a Jaina text to illustrate the 
rareness of the existence as a human being. See Allon 2007: 230.

3 Pra idhis of the later Buddha kyamuni without a following vy kara a can for example be found in the 
Divy vad na. In this text the later Buddha kyamuni formulates a pra idhi as a son of a guildmaster in front of Buddha 
Sarv bhibh and in another existence as the merchant Otkarika in front of Buddha Vipa yin, but receives the vy kara a
from neither of them (M ndh t vad na, Divy XVII 226.16-227.20 and 227.21-228.19; transl. Rotman 2008: 368-371). The 
later Buddha kyamuni receives his first vy kara a only at the end of the first immeasurable era (asa khyeya) from 
Buddha D pa kara (Dharmarucyavad na, Divy XVIII 246.5-254.2; transl. Zimmer 1925: 42-60).

4 One example is the Old Uigur version of the story of Buddha K yapa, who predicts that the Brahman youth Uttara 
will become Buddha kyamuni. This text was translated and analysed by Gerhard Ehlers (1982: 180-184).
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Albert Grünwedel, but as depictions of prophecies.
For the identification of depictions of prophecies I have developed three criteria, at least one of 

which has to be fulfilled by the respective painting:

1. It has to be part of a sequence of pictures where the included inscriptions either explicitly mention 
the prediction of Buddhahood or refer to prophecy legends
2. It has to agree in motif and composition with depictions from sequences of other depictions of 
prophecies as defined under point 1
3. The visual context has to correlate clearly with known prophecy legends

Regarding their size and frequency, depictions of prophecies were especially important in the 
Turfan area under the rule of the Uigurs in the 10th and 11th centuries AD. In order to clarify when 
and for what reasons this type of painting emerged I have analysed the development, distribution, 
meaning and function of the depictions of prophecies on the Northern Silk Road.

3. Depictions of prophecies

’s Buddhahood are not known in India. The only 
exception is the well- kara where he predicts a flower-
off 5

In order to find the earliest depictions of prophecies on the Northern Silk Road I have searched 
for representations with comparable motifs on the basis of sequences of inscribed depictions of 
prophecies known from the Turfan and the Kucha area. The depiction of a king’s donation of an 
umbrella to the Buddha, which was part of a sequence of depictions of prophecies in the corridor of 
temple 20 of the complex Bäzäklik in the Turfan area (fig. 1), may serve as an example. It was 
brought to Berlin by the second German Turfan expedition together with the other paintings of the 
corridor in the year 1905, but is now lost and only known from publications. Like the other 
paintings of the corridor it bore a Sanskrit inscription in verse form that was written in Northern 

“ ha, the chief of men, who had the strength of a 
lion, with an umbrella that’s handle was made of jewels.”6

A narrative text that refers to this verse has not survived, but there is a parallel to this 

5 For an overview of depictions of the D pa kara story in India, see Schlingloff 2000: 409-411.
6 || narendre a may nanda Si ha si hapar krama cchatre a ratnada ena p jito narap[u] gava – || “Als König 

verehrte ich, nanda, Si ha, den löwengewaltigen Mannstier, mit einem Schirm, dessen Stock aus einem Edelstein 
bestand. ” Translated from the Sanskrit by Heinrich Lüders (1940 [1913]: 266).
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inscription in the Tibetan and Chinese translation of the .7 This parallel is 
part of a metrical passage
how many Buddhas he had worshipped to attain awakening.8

“How many Buddhas did you pay respect to when you in former times aspired enlightenment 
[and] at what time [and] in what way, this, supreme among men, tell me!”9

several Buddhas, mostly by name, whom he worshipped during three immeasurable ages in various 
former existences.10 He then recounts that all of the Buddhas gave him the prophecy of his future 
Buddhahood:

“When I was a Bodhisattva I worshipped the best Buddhas. All of them prophesied [my 
becoming a Buddha] in front of the [whole] world.”11

This passage from the clearly proves that the verse written on the 
painting re ’s Buddhahood.

3.1. Precursors
On my search for possible precursors of the depictions of prophecies in Turfan, I discovered 

that some of the motifs sporadically appear in older wall paintings that decorate the Buddhist cave 

representation of a king who is worshipping the Buddha with an umbrella can already be found in 
12 The motif is shown in small-scale in one 

7 See Suzuki 1955-1961: 'Dul ba ge 256a1-2; and T 1448 74a25f.
8 See Suzuki 1955-1961: 'Dul ba ge 255a4-6; and T 1448 73c10f.
9 Suzuki 1955-1961; 'Dul ba ge 255a6: 

khyod s on bya chub spyad pa na ||
sa s rgyas ji sñed dus ga du ||
ji lta bur ni bsñen bkur mdzad ||
mi mchog de ni bdag la gsu s ||

“Wievielen Buddhas Du [Deinen] Respekt erwiesen hast als du früher nach dem Erwachen strebtest [und] zu welcher Zeit 
[und] auf welche Weise, das, Höchster der Menschen, sage mir!” Translated from the Tibetan by Gudrun Melzer (Munich), 
whom I wish to thank here.

10 See Suzuki 1955-1961: 'Dul ba ge 255a6-258a3; and T 1448 73c12-75b26.
11 Suzuki 1955-1961: 'Dul ba ge 258a3-4:

a ni bya chub sems dpa’i1 tshe ||
sa s rgyas mchog ni de rnams mchod ||
a ni de dag thams cad kyis ||

’jig rten mdun du lu bstan to ||
“Als ich ein Bodhisattva war, habe ich die besten Buddhas verehrt. Sie alle haben mich in Gegenwart der [ganzen] Welt [als 
Buddha] prophezeit.” Translated from the Tibetan by Gudrun Melzer (Munich).

12 The dating of the paintings in cave 38 is highly disputed and ranges from the end of the 3rd century to the mid-7th 
century AD. For an overview of the different datings, see Yaldiz 2010: 1038. One indication for dating the paintings, in my 
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of the diamond-shaped paintings of mountain scenes that are located on the vault ceiling and depict 
legends which are reduced to their most climactic event (figs. 2 & 3). In contrast to the practice in 
Turfan the painting of the umbrella-presenting king does not form part of a sequence of depictions 
of prophecies in this case. Rather, the motif is shown together with representations of legends which 

s, or narratives of the life of the Buddha. Thus, the motif in question seems to be part of 
depictions of s.

There are a number of other examples of paintings that exhibit known motifs of depictions of 
prophecies and appear together with 
instance, the motif of a merchant who is offering treasures to a Buddha (fig. 5; fig. 4 shows the motif 
depicted in Bäzäklik 20), or the motif of a Brahman youth who is offering seven flowers to Buddha 

kara (fig. 7; fig. 6 shows the motif depicted in Bäzäklik 20).
These paintings in the vault ceilings seem to be the earliest depictions of prophecy legends on 

the Northern Silk Road.
At the latest in the 7th century AD depictions of prophecy legends seem to have become 

equences of this type of painting were developed. 
Inscribed examples are known from the side walls of the cella in cave 34 in Kumtura (fig. 8)13,
where the inscriptions are dated on palaeographic grounds to the 7th century AD,14 and in cave 40 in 
Simsim (fig. 9)15. Like the known examples from Bäzäklik temple 20 in Turfan, the inscriptions of 

ertheless, the composition of 
the inscriptions in cave 34 of Kumtura are similar to that of Bäzäklik temple 20 and mention the 

him, and the type of worship. By contrast, the inscriptions in cave 40 from Simsim explicitly 
mention the receipt of the prophecy.

It is striking that there is hardly any accordance of the depicted motifs in the two caves. 
Therefore, we may conclude that at the time of their creation, a canon of Buddhas of the past who 

3.2. Depictions of prophecies in the Turfan area
In the Turfan area, depictions of prophecies emerge in the 10th century under the rule of the 

Uigurs (9th – 13th century AD). The paintings were large-scale and mainly fixed on the side walls 

opinion, is provided by the garland arches depicted above the musicians on the side walls and above the figure of Maitreya 
in the lunette. These garland arches form a niche around the figures and are characterized by the fact that they rest on two 
pillars and end in rolled acanthus leaves. A similar, but stylised type of such niche-framing garland arches can be found in 
cave 259 in Dunhuang which is assigned to the Northern Wei period (439-534 AD). If the assumption is true that the type 
of garland arches as it can be found in K z l 38 served as a pattern for the stylised one in Dunhuang 259 the paintings of 
cave 38 in K z l may be dated to the 5th century AD or slightly earlier.

13 These paintings were identified and dated on the basis of their inscriptions by Georges-Jean Pinault (1994).
14 Pinault 1994: 175.
15 These paintings were identified on the basis of their inscriptions by Klaus T. Schmidt (2008).
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of the cave temples, or, in the case of brick temples, in the corridors.
There were numerous representations of this type of painting. In the complex of Bäzäklik alone, 
thirteen buildings bear sequences of depictions of prophecies. The high number of corresponding 
motifs, especially in the complex of Bäzäklik, indicate that a canon of the Buddhas of the past, who 

here.
Various depictions of donors prove that the paintings were mainly financed by the Uigur upper 

class. One example can be found in a painting from the back corridor of temple 20 in Bäzäklik (fig. 
10). Its inscription reads:

“Long, long ago in another existence, I was a princess [and] offered oil of a lamp to my brother 
16

The inscription is based on a legend that is known from Buddhist narrative literature. In this 
story, the daughter of a king and half-si
lamps in honour of the Buddha by procuring the required equipment. Because of this meritorious 
act, both the monk and the princess receive the prophecy of their Buddhahood – the monk as 

ka
legend, the princess changes her sex after receiving the prophecy and becomes a man.17 Furthermore 

’s last existence as a woman.
Depicted in the centre is the large-scale Buddha with his right hand raised in the gesture of 

speech. He turns to the kneeling princely figure to his right, who is offering a lamp to the Buddha. 
Thus, the giving of the prophecy to the princess is shown here and the princess has already changed 
her sex and become a man. In contrast to all known versions of the legend, which agree that the 
princess only supports the monk in providing the lamps, the princely figure here is offering a lamp 
to the Buddha. The monk is kneeling to the Buddha’s left and also offers him a lamp. In addition, 
other figures are depicted, for example deities (the one in the upper left portion is throwing a 

i (next to the flower throwing deity), 
who is recognizable by the fly whisk in his left hand and the vajra weapon in his right.

Let us now turn to the detail because of which the painting is of note. In the lower right part of 
the picture, the donors of the painting are represented (fig. 11). They are an Uigur couple and the 
woman is clearly of noble descent: she is wearing a winged hairstyle, the so-called “Flügelfrisur”,
and a dress, which is also worn by a princess who was depicted inside the cella on the right of the 
door and whose title and name is given in the inscription to her left (fig. 12).18 Thus, it seems that 
paintings of this type were mainly financed by members of the Uigur nobility.

16 || r jña sut ham abh van p rvam any su j ti u bhr( ta)ra Ratna ikhi sa dipataila upasthita – ||
pratham sa khey vas na ||

17 Xianyu jing, T 202 370c-371c. In the Tibetan and Mongolian translation of this text, however, the princess does 
not change her sex after receiving the prophecy. For the Tibetan translation, the mDzangs blun, see Schmidt 1843: 331-333. 
For the Mongolian translation, see Frye 1981: 198f.

18 The painting is now preserved in the Asian Art Museum, Berlin (inv.no. MIK III 7676b).
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4. Meaning and function

The creation of sequences depi
seems to indicate a change in the Buddhist faith in the region. A faith emerges which is 
characterized by an increasing importance of the prediction of Buddhahood.

Traces of such a faith are recorded in the so-called “Buddhist Yoga manual”, a text of which 

to the 7th century AD, although its content seems to be much earlier. This text contains meditation 
instructions with which a meditating practitioner (yogin) can formulate a pra idhi in front of a 
Buddha and receive the prediction of his future Buddhahood.19 This text indicates that Buddhahood 
and particularly the receipt of the prophecy were regarded as attainable by at least some Buddhists 

the receipt of the a could be a reason for the emergence of sequences of depictions of 
prophecies: using the e
worship of the Buddha and the performance of meritorious acts, such as offering gifts, result in the 
prediction of Buddhahood. Moreover, the flower offering deities, who are often depicted in the 
paintings, are also described in the “Buddhist Yoga manual”. Here it is said that deities, full of joy 
about the prophecy of a future Buddha, shower flowers from the sky. Thus, it can be assumed that 
these kinds of texts were known to the painter of the depictions of prophecies.

One example for the representation of flower throwing deities can be found in a painting from 

“ 20

Compared with the depiction of the legend in the Turfan area mentioned above, here the 
princess is shown as a woman. She is kneeling to the Buddha’s left with both hands respectfully 
placed together in . The depiction closely follows the known texts: according to the 
legend, the princess does not offer lamps to the Buddha but supports the monk by providing him 
with the required equipment for the lamps in honour of the Buddha. The monk is depicted kneeling 
to the Buddha’s right and offering five oil lamps; he carries one on his head, one on each shoulder 
and one in each hand. These five lamps seem to signify the many lamps that the monk offered to the 
Buddha.

Turfan area can be explained by the aspiration for Buddhahood that was at least widespread among 
a certain segment of the local population. Thus, foundation inscriptions from the Turfan area 
document that donors financed temples, monasteries, and images in order to meet the future Buddha 

19 See Schlingloff 2006: 142-148.
20 tume wasavi l nte tk cer Ratna ikhi d pam l [e] ekaññe wasa || “Là-dessus la fille du roi V sava donna à

Ratna sikhin l'équipement de lampe(s). ” Translated from Tocharian B by George-Jean Pinault (1994: 179).
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Maitreya by their resulting merit and to receive the prophecy from him.
One example of such an inscription is an Uigur stake inscription dated to the year 1008 from 

-called 

inscription contains amongst other things a request of an Uigur princess and a man, who is probably 
her husband, to receive the prophecy of their Buddhahood from Maitreya by virtue of the 
meritorious act of establishing the monastery. It reads:

“When we heard (all) these kinds of very good things, we two together had an impartial mind 
and ventured to drive a stake of šat to build this monastery. By the strength of this meritorious 
deed, may we meet the superb Maitreya Buddha at a later period, and obtain a wonderful 
prophecy for (reaching) the Buddhahood from the Maitreya Buddha.”21

The same wish expressed by donors can be found in copies discovered in the Turfan region of 
the Uigur Maitrisimit, a narrative text on meeting the future Buddha Maitreya. At the end of the 
introduction of the Maitrisimit
example, the couple who donated the copy, lay brother Boz Bay Tiräk und lay sister Yidläk wish:

“Later may it happen that we meet Buddha Maitreya, attain the blessing of Buddhahood and ... 
Buddhahood.”22

A similar wish is formulated by the donor couple that is mentioned in the introductory 
colophon of the Maitrisimit found in Hami, dating to the 11th century:

“ triratna, and [my 
wife] Tözün will meet the coming Buddha Maitreya, (7-10) we have arranged for the painting 
of this image of Maitreya and the copying of the .”23

Furthermore the donor couple hopes that:

“When Bodhisattva Maitreya attains Buddha-dignity, may we all receive the consecration for 

21 Translated from the Uigur by Moriyasu 2001: 162f.
22 “Später möge es geschehen, daß wir mit dem Buddha Maitreya zusammentreffen, den Segen für die 

Buddhaschaft ... und die Buddhaschaft erlangen!” Translated from the Uigur by Tekin 1980: 52f., ll. 15-22. See also Laut 
2002: 132.

23 “(1-7)Damit nun ... ich, der an das triratna Glauben habende Laienbruder [ uu] Taš Y(e)gän Totok, und [meine 
Frau], Tözün mit dem später kommenden Buddha Maitreya zusammentreffen, (7-10) haben wir ein Bildnis des Maitreya 
malen und auch eine (Kopie) des Maitrisimit-S tra abschreiben lassen.” See Kasai 2008: 195 (Uigur text), 197 (translation).
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Buddhahood there.”24

The inscriptions not only prove that at least some of the Buddhists of the Turfan region aspired 
to Buddhahood but also that the a was regarded as an essential requirement for the aspired 
salvation that is Buddhahood: in each inscription the donors ask for the receipt of the prophecy. As 

f prophecies of Turfan were of 

Buddhahood. Furthermore, paintings of this type show meritorious acts that can be imitated by 
Buddhists, for example by offering gifts to the Buddhist community. Therefore, the paintings 
possess a high identification value for the recipients.

In addition, it is possible that the depictions of prophecies of the Turfan region may have 
served another purpose. My analysis of all accessible examples showed that the later Buddha 

paintings from the left corridor of temple 20 in Bäzäklik serve as examples. The first was located on 
the left side wall of the corridor (fig. 15) and shows a king worshipping the Buddha on his left-hand 
side. To the Buddha’s right the king receives the tonsure from a monk, which indicates that he is 
becoming a monk himself. The second painting was located on the right side wall of the corridor 
(fig. 16) and shows a kneeling king on the Buddha’s right side. The king invites the Buddha by 
pointing with both hands to his yurt behind him. On the Buddha’s left side, the king together with 
his queen offers the Buddha a meal.

nobility the possibility of identification with the later Buddha. The creation of such paintings might
result from two crucial factors:

1. On the one hand these paintings may have been made to pay respect to the upper class who 
mainly financed them.
2. On the other hand it is very likely that these paintings with their high identification value were 
deliberately designed by monks to encourage the upper class to make donations to their monasteries.

When the Uigurs came to the Turfan area in the 9th century and took power, the Uigur nobility 
was Manichaean in belief and therefore supported Manichaeism in the region. Thus, the local 
Buddhist communities had to strive actively for support from the Uigur upper class to ensure their 
own survival. The fact that they were ultimately successful is attested by the decline in Manichaeism 
from the second half of the 10th century onward and its complete disappearance in the 11th century.

One strategy for obtaining the support of the Uigur nobility could have been the creation of 
depictions of prophecies. These depictions illustrate how a supporter of the Buddhist community 

24 “(50-53) Wenn der Bodhisattva Maitreya die Buddha-Würde erlangt, mögen wir alle dort die Weihe für die 
Buddhaschaft erlangen!” See Kasai 2008: 196f. (Uigur text), 197 (translation).
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can become a Buddha himself. If this assumption is true, the depictions of prophecies located in the 
Turfan area would have fulfilled the same function as the Uigur a poems known from the 
Mongolian period (13th and 14th centuries). These poems are indigenous sermons composed in the 
Turfan area and their content was adapted from Buddhist narratives and linked to contemporary 
persons and events. Their structure is always consistent:

1. At first a legend from a past time is told, in which a virtuous person invites the Buddha and his 
community to a meal and thereupon receives the prophecy of Buddhahood from the Buddha.
2. A reference to the present time follows by admonishing the hearers to behave as equally 
virtuously as that person in the past and to support the monks’ community, so that the hearer will 
also be given the possibility to obtain Buddhahood. But since it is not possible to obtain 
Buddhahood in the present time for different reasons it is postponed to the future.
3. In particular, this is the time in which Maitreya, the future Buddha, will appear. In this future 
time, it will be possible to invite Maitreya and his community to a meal and to receive the prophecy 
of Buddhahood from Maitreya.

The fact, that several copies of such sermons were found in the Turfan area indicates that the 
receipt of the a was regarded as an important requirement on the way to Buddhahood. 
Therefore, it can be assumed that the numerous large-scale depictions of prophecies that emerged 
from the 10th century onward in the Turfan area resulted from the essential meaning of the 

a or attaining Buddhahood. The paintings gave the Buddhists confidence that they would 
have the chance to meet a Buddha, namely Maitreya, who would prophesy their future Buddhahood

5. Conclusion

To conclude: The so-called pra idhi
in one of his former existences as he receives his prophecy of Buddhahood, the a, from a 
Buddha of the past. Sequences of such depictions of prophecies are not known from India, but they 
can be found in Buddhist temples situated along the Northern Silk Road. They appeared at the latest 

Here, they formed part of the numerous depictions of s. The emergence of sequences of 

specific development in Tocharian Buddhism that was characterized by an increasing importance of 
the receipt of the a, which was illustrated in the paintings.
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Northern Silk Road to the Turfan area in the East, where paintings of this type appeared in the 10th 
century under the rule of the Uigurs. Perhaps the idea of depicting prophecies was brought to the 
Turfan region by Tocharian Buddhists, who fled from the invading Muslims. This is likely because 

the Islam faith at the latest in the 11th century.
In the Turfan area, the prediction of Buddhahood was of particular importance for at least some 

of the Buddhists in that region. Thus, in addition to numerous depictions of prophecies inscriptions 
of donors are also attested, in which the donors ask to receive their a from the future 
Buddha Maitreya, as well as sermons, which remind the hearers that they can possibly receive the 
prediction of their Buddhahood from Maitreya if they perform meritorious acts such as supporting 
the Buddhist community.
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MIK III 6888 LeCoq 1913,Taf. 25.

11 10

12 20

MIK III 6876 a Yaldiz et al. 2000, 227, cat.no. 229. 

13 34 KuS, 

pl. 55 Monika Zin

14

15 20 IB 6884
LeCoq 1913,Taf. 19.

16 20 IB 
6887 LeCoq 1913, Taf. 20.
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Figures 

fig. 1: King presenting an umbrella to a 
Buddha, Bäzäklik 20, left corridor, right 
side wall; formerly Völkerkundemuseum
Berlin (inv.no. IB 6887, war loss), after 
LeCoq 1913: Taf. 21.

fig. 3: King presenting an umrella to 
the Buddha, K z l 38, cella, right half 
of the ceiling; in situ, after Tan/An 
1981: I, fig. 123 (detail). 

fig. 2: K z l cave 38, after Kijiru 
sekkutsu 1983-1985: I, fig. 83.
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fig. 4: Merchant presenting treasures to a 
Buddha, Bäzäklik 20, back corridor, left 
side wall; formerly Völkerkundemuseum 
Berlin (inv.no. IB 6885, war loss), after 
LeCoq 1913: Taf. 22. 

fig. 5: Merchant presenting 
treasures to a Buddha, K z l 38, 
cella, left half of the ceiling; in situ, 
after Tan/An 1981: I, fig. 114 
(detail). 

fig. 6: Brahman youth offering seven flowers to 
Buddha D pa kara, Bäzäklik 20, back corridor, 
left side wall; formerly Völkerkundemuseum 
Berlin (inv.no. IB 6885, war loss), after LeCoq 
1913: Taf. 23. 

fig. 7: Brahman youth offering seven 
flowers to Buddha D pa kara, K z l 163, 
cella, left half of the ceiling; in situ, after 
KiS: II, fig. 173 (detail).
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fig. 8: Depictions of prophecies, Kumtura
34, cella, left side wall, upper register; in
situ, after Qi 1995: fig. 126.

fig. 9: Depictions of prophecies, Simsim 
40, cella, right side wall; Museum für 
Asiatische Kunst, Berlin (inv.no. MIK III 
8917), after Härtel/Yaldiz 1982: 105.

fig. 10: A princly person and a monk offer lamps 
to Buddha Ratna ikhin, Bäzäklik 20, back 
corridor, right side wall; formerly 
Völkerkundemuseum Berlin (inv.no. IB 6888, 
war loss), after LeCoq 1913: Taf. 25. 
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fig. 11: Uigur donor couple depicted
at the lower right part of fig. 10.

fig. 12: Uigur female donors, Bäzäklik 20, cella, 
right wall of the entrance; Museum für 
Asiatische Kunst, Berlin (inv.no. MIK III 6876 
a), after Yaldiz et al. 2000: 227, cat.no. 229.

fig. 13:Prophecy of kyamuni by Buddha Ratna ikhin, Kumtura 34, cella, left side wall, upper register; 
in situ, after KuS: pl. 55 (detail), with drawing by Monika Zin. 
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fig. 14: Statistic distribution of the various former existences of Buddha kyamuni 
shown in the depictions of propecies in Bäzäklik.

fig. 15: King entering the order of 
the Buddha, Bäzäklik 20, left 
corridor, left side wall; formerly 
Völkerkundemuseum Berlin (inv. 
no. IB 6884, war loss), after LeCoq 
1913: Taf. 19. 

fig. 16: King inviting the Buddha, 
Bäzäklik 20, left corridor, right side wall; 
formerly Völkerkundemuseum Berlin 
(inv.no. IB 6887, war loss), after LeCoq 
1913: Taf. 20. 
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Irisawa Thank you, Dr. Konczak. We have some questions here. The first one is from professor 

Zieme. “Why did Uyghur use Sanskrit for the inscriptions of Pra idhi scenes?”

Konczak I don’t have really an answer, but I have a guess: The inscriptions were in the corridor of 

temple 20 and this corridor is very narrow, I think about one meter wide, and it was very dark inside 

it. For one who enters the corridor it should be nearly impossible to read the inscription. Also I think 

that only educated monks were able to read the Sanskrit inscriptions. I don’t think that ordinary 

Uyghur people know Sanskrit or could read

inscriptions were only written on the paintings to give them more holy character, because Sanskrit 

was regarded as a holy language.

Irisawa Thank you. Regarding languages, we are looking forward to hearing Mr. Kitsudo’s

presentation. Next question is from professor Aramaki. Professor Aramaki, Could you please ask 

directly in English?

Aramaki I have been thinking about the same problem you are now discussing. Heinrich Lüders,

who was the first to work on the inscriptions of the Pra idhi Paintings from Bezeklik cave 20, has 

written in the similar style as the verse 

in I think this is very important fact. Please examine Lüders point. My own point is that 

from the view of Lüders suggestion and my own study on the and and 

others, I would think the religious practice of pra idhi or pra idh na and the religious experience of 

vy kara a have been experienced for a long time since the very early time of and 

pra idhi or pra idh na and the

a are the fundamental for the origin and development of 

s tra movement as a whole. This is my personal opinion, so I may be wrong, but both pra idhi and 

a have long been known as everybody knows. So the real question may be why these sets

of pra idhi paintings are revived at the time of the 10th century or under the Uyghur control. There 

must be some religious background for this recovery of the pra a paintings at 

Bezeklik and other caves. You suggested that the Yogalehrbuch is one of the sources for this 

inspiration, but Yogalehrbuch is just one possibility and I would think that there must be some other 

further religious background of this new predominance. 

Konczak Thank you very much for your suggestion. At first to Heinrich Lüders : As I understood 

him, Heinrich Lüders supposed that there is a recension of the that we don’t know, and 

that the inscriptions were taken from this recension. It was only a guess by him that they were taken 

from a lost recension, but only 1 year later, it has been discovered that these inscriptions were the 
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same verses as in the . Of course, there are pra idhis in the and 

in this text there is also the pra mentioned but I don’t know whether we can say that this 

text is the source because there are also pra idhis and . Even the 

Vinaya is not the source for the verses, because the order of the Buddhas is different in this text. In 

kara was 

order is not known in the . In this text there is a totally different order. 

However, the order of the Buddhas mentioned in the inscriptions is known f

school. Therefore, it is impossible for me to say what is the source for the verses.

Aramaki I am not concerned with the question: what text of what school the inscriptions were

taken from, but rather what religious movement the motive for these magnificent paintings was. The 

original manuscripts of Yogalehrbuch, come, maybe, from the fifth or sixth century CE, but a similar 

practice of yoga must be traced very early in the first century in the Greater Gandh ra area. So this 

tradition has long been known and does include the pra a as religious experiences. 

But why in Bezeklik or other central Asian caves around the tenth CE, this particular series of 

paintings become predominant, need a little bit more explanations. I have no positive suggestion, but 

I would have more reasons than Yogalehrbuch. That’s all. Thank you.

Mori Could you give us further explanation on your second point concerning Yogalehrbuch?

Aramaki My point is as follows: If we want to understand the religious background of these 

some 15 pra idhi or a paintings, asking why or for what purpose they have been painted 

just in ther order-then the Yogalehrbuch which, in fact, may explain the religious experience of 

pra idhi or a, cannot be the only exclusive motive, but there must have been the 

development of some other religious cults to be performed with these paintings in tenth century CE

under the Uyghur control. Please investigate how these some 15 paintings have been living in tenth

century CE among the Uyghurs.

Mori Thank you.

Irisawa Mr. Kitsudo, our last speaker today will talk about the Pra idhi paintings. Also, it will be 

one of the main topic at the round table discussion. Since attaining buddhahood was mentioned in 

Tocharian Buddhism yesterday too, we will discuss it again later. There is one last short question 

from Mr. Kitsudo. “Which Pra idhi paintings do you think are older, those in ruin in Chotscho or 

those in Bezeklik?”

Konczak At first, I have to say that there are regional styles in Turfan. The depictions of 

prophecies in Sengim differ from those in Chotscho and from those in Bezeklik. But nevertheless, 

Chotscho and 
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depictions of prophecies in Bezeklik temple 15. In Bezeklik there are different styles. For instance in 

the caves we can see in the depictions of prophecies that the proportions of the figures are somehow 

compressed. This is not the case in the brick temple. So there are different styles between the brick 

temples, I mean temple 20 and 15, and the caves. Even the styles in the caves are not the same. 

Furthermore, the pictorial program is different, because in the brick temples the depictions of 

prophecies are located in the corridors, and in the cella the main figure is a depiction of the 

thousand- – However in the caves the depictions of prophecies 

are located on the sidewalls of the cella and the main figure is for instance a depiction of 

a of the Buddha. 

This means in the caves the depictions of prophecy were related or connected with pictures of 

emples. In my opinion, 

there is another difference. For instance, in the brick temples, 15 and 20, there is a motif of a king 

who receives a tonsure by a monk. That means the king is becoming a monk. However, the Buddha 

does not look at the king who is receiving the tonsure, but he looks at the king to his other side. That 

means it seems as if the Buddha gives the prophecy to the king and after that, the king is becoming a 

monk. That’s not a logical sequence. It would be more logical that at first the king becomes a monk 

and then gets the prophecy. This is depicted in the caves. There, the Buddha looks always to the king 

who’s receiving the tonsure. So it looks to me as if the depictions in the caves are earlier than the 

depictions in the brick temples. So I would say that because of the similar style in Chotscho

and cave 15, the buildings are nearly contemporaneous. Maybe the paintings from Bezeklik are a 

little older because those from Chotscho have a very stylized hairdo. I think the pictures of caves are 

the oldest.

Irisawa Unfortunately, we are behind schedule. We will talk about the rest of the questions during 

the discussion session. Thank you very much, Dr. Konczak.
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The formation of Uygur Buddhist Art: 
Some Remarks on Work in Progress

Lilla RUSSELL-SMITH
(Curator, Asian Art Museum Berlin)

Since the publication of my book “Uygur Patronage in Dunhuang: Regional Art Centres on the 
Northern Silk Road” (Russell-Smith 2005) I have of course contemplated many questions asked in 
various parts of my book. Since December 2007 I have been Curator for Central Asian Art at the 
Museum für Asiatische Kunst (Asian Art Museum, National Museums in Berlin), and have been 
working with one of the most important collections available for the research of this area. Being the 
curator means a lot of practical work, attending meetings and looking after visitors, and I am often not at 
liberty to decide which direction to take, especially at a time of designing a new museum for the centre 
of Berlin, with the mammoth task of moving the entire collection there sometime later this decade 
(official opening date at present is May 2019).1 Before the move everything has to be digitised, and 
entered into a database.2 I would just like to emphasise that unlike a researcher or a university professor, I 
can often not decide to spend time on a question important to me. However, practical aspects of my work 
can also take me into somewhat unexpected directions, as it is the case with some of the material I would 
like to show you today.

As you are all aware, the materials for Uygur art are very fragmentary and an even more burning 
question is the problem of dating. Very few manuscripts are dated, and practically no works of art, unlike 
in Dunhuang. As we know, it used to be the case to date all Uygur wall paintings and art to the 8th-9th

centuries, following the initial judgment of Albert Grünwedel and Albert von Le Coq, as they were of 
the opinion that these wall paintings reflected the influence of Tang Chinese art. These dates continue to 
be used in less scholarly publications to the present day, even though the research of many scholars 
proved that the Uygurs moved away from Karabalgasun, their old capital after 840, when they were 

1 The Museum für Asiatische Kunst will move to the centre of Berlin to the new “Humboldt Forum” from the suburban 
Berlin-Dahlem, where it is currently located. For the plans see http://hv.spk-berlin.de/english/humboldt_forum/humboldtforum.php
(January 2013).

2 On 5th November 2012 I gave a lecture about our projects at the Ryukoku University. Digitisation and conservation of the 
important and fragile objects as preparation for the move to the new location are our most important tasks in the coming years. The 
designing of the new exhibition and study collection areas is also an interesting challenge – according to plan all areas will be 
accessible to the public. We are now working with the interior architects (Ralph Appelbaum Inc. – MalsyTeufel) on the designs.
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pushed out by the Kirghiz.3 Because of this alone Xizhou Uygur art should not be dated earlier than the 
9th century. It also became clear that at first the capital was not in (Gaochang) but in r. Then 
came the interesting re-examination of the dating of the stake inscriptions (Moriyasu 2000:2, p. 344, 
Moriyasu 2001) demonstrating how incredibly difficult it was to pin down the Uygur dating system. 
These stake inscriptions were originally also dated into the 8th century, but Professor Moriyasu proved
beyond any doubt that the name Bögü is not referring to the kaghan of the Uygurs who converted to 
Manichaeism during the An Lushan rebellion, but that each stake can be dated to the early eleventh 
century (Moriyasu 2000:2, p. 344). This research was made possible by the reappearance of these objects 
in 1992: they had been taken away along with many objects to the Soviet Union, some were then 
returned to East Germany, and these objects re-entered the collection after the reunification of Germany
in 1992. This fortunate circumstance brought this evidence to the forefront: as important documents for 
founding Buddhist temples the stake inscriptions may give us a clue when these temples were built. The 
dating of the stake inscriptions makes it likely that the buildings where they were found were constructed 
in the early eleventh century. Professor Moriyasu has also proved in his works that the manuscripts 
demonstrate a flourishing Manichaean scene in the tenth century, but by the early eleventh century the 
priests of the Manichaean temple had to be on the defensive (Moriyasu 2000:2, p. 346). 

During the course of my research in 1996, inspired by the wealth of materials shown at the 
“Sèrinde” exhibition in the Grand Palais in Paris at that time (1995-1996), I noticed a very distinct group 
of paintings within the Dunhuang material that I had been working with for some time (starting as a BA 
student in 1991). It became clear to me after visiting the exhibition in Paris that several important 
Dunhuang paintings from the tenth century do not show the characteristics either of the “Chinese” style 
known from the Tang Dynasty, or the “so-called” provincial Dunhuang style of the tenth century. The 
tenth-century Dunhuang style was seen essentially as an adaptation of the Chinese style: it was seen as 
formal, simplified, and repetitive. These changes in style were then explained with the fact that
Dunhuang was cut off from Central China, but the importance of the fact that the Ganzhou Uygurs 
controlled the trade routes leading into Central China was not considered by art historians before my 
research (Map). Dunhuang art from the tenth century appeared also to be different from the Tibetan style, 
even though some paintings showed esoteric iconography, and had been grouped because of this with 
“Tibetan” style paintings. (Klimburg-Salter 1982). In the Sèrinde catalogue some of these were 
described as “unusual” or “Central Asian” in style (eg. Giès-Cohen 1995, pp. 273-275). Describing the 
“Adoration of Guanyin” (Fig. 8) Jean-Pierre Drège wrote “We are tempted to see a trace of foreign 

3 At this point I would like to express my utmost gratitude to Professor Moriyasu, as in the 1990s when I was working on 
my PhD at SOAS, University of London, his works were only available in Japanese, luckily since then many have been translated 
into European languages. Professor Moriyasu spent several months in London in 1998, which was most fortunate for me, as he 
answered all my questions very patiently, and even helped me translate important sections of his book.

- 86 -



The formation of Uygur Buddhist Art: Some Remarks on Work in Progress

influence in this rather anomalous painting” (in Giès 1996, p. 77.) without specifying the source of this 
foreign influence.

The clue that led to my assumption that these paintings in fact reflected a strong Uygur influence 
was a small sketch also on display in the exhibition from Dunhuang, entitled: “Sogdian deities.”4

Although the seated figures wear a typical water-drop shaped headdress this was not mentioned in the 
catalogue, in the subsequent publications (eg. Grenet-Zhang 1998) or in the conference accompanying 
the exhibition in January 1996. How important headdresses are has become even more apparent recently 
thanks to new research (Kageyama 2007, Stark 2010, Laursen 2011). Of course independently from me 
other scholars also noticed similarities with Uygur headdress, but they did not expand their research in 
this direction (Feugère 2000). Chhaya Bhattacharya-Haesner and I both spoke about these figures at the 
ICANAS conference in Budapest in 1997, although we completely disagree about the iconography to 
this day.5 It was fairly quick to draw up a list of Uygur-influenced paintings from Dunhuang, once I 
realised the connection.6 However, to prove the Uygur connection with the Dunhuang paintings took me 
much longer than I expected, as no basic books on Uygur art or history were available then, and these are 
missing up to the present day, although of course important scholarly publications investigating certain 
aspects appear all the time.

The presence of the Uygur wives in important Dunhuang caves such as Cave 61 or 98 were of 
course already known earlier, and also the later wall painting from Cave 409 showing both a male and a 
female donor in a typical Uygur costume were well-known. Several publications from the 1990s even 
argued that the Uygurs actually controlled Dunhuang in the eleventh century.7 Liu Yuquan was the first 
to recognise that wall paintings previously considered Tangut (Xi Xia) from late Dunhuang caves from 
the eleventh century could be attributed to the Uygurs (Liu 1987).

To me it seemed clear at the time of writing my book that if stylistic, iconographic and technical 
features could be identified the way I was able to do using art historical methods, then “Uygur Buddhist 
art” must have existed at that time in Xizhou. In an article published in 2008 Professor Moriyasu 
challenged this idea, at the same time accepting that there was a visible connection (Moriyasu 2008). 

4 BNF Pelliot chinois, 4518, 24, Bibliothèque Nationale de France, Paris. For a reproduction see Giès-Cohen 1995, pl. Cat. 
No. 223 and Russell-Smith 2005, pl. 2.

5 The interpretation of Chhaya Bhattacharya-Haesner is published in Bhattacharya-Haesner 2003, pp. 35-38.
6 I am very grateful that my PhD supervisor, Professor Roderick Whitfield, an expert on Dunhuang painting, whose 

important publications include three large volumes about the Stein Collection in the British Museum (Whitfield 1982-85) as well 
as a lavishly illustrated album on the wall paintings of Dunhuang (Whitfield 1995), immediately accepted my idea of Uygur 
influence in Dunhuang, which accounted for features he had found difficult to explain, and consequently allowed me to change my 
PhD dissertation topic at the time. 

7 Moriyasu disagrees with the view held by Yang Fuxue and Niu Ruji, but also acknowledges that the early eleventh century 
was a period of Uygur domination in Shazhou. Moriyasu emphasises that these were the Xizhou Uygurs, as shown in Cave 409 in 
Dunhuang. (Moriyasu 2000:2, Yang 1992, 1994; Yang – Niu 1995).
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This of course forces me to rethink the available evidence. Once again it has to be emphasised that the 
material is extremely fragmented, as there was no library cave like in Dunhuang anywhere else, and that 
secure scientific dating is almost impossible in most cases. C-14 dating has been attempted in some cases, 
notably for the wall painting of the famous donor figures from Cave 20 in Bezeklik and for a 
Manichaean fragment (Yaldiz 2000, 2010, Gulácsi 2005), but these tests have not been systematic, and 
in the context of our Kizil wall paintings the entire process of carbon dating our wall paintings has been 
questioned by some scholars. It is very true that as the surface has been treated several times as our 
current research projects also show (Gabsch 2012), contamination cannot be excluded. Our current 
thinking is that only a systematic carbon dating project would make sense both in and in Bezeklik, 
and this would have to be done in close collaboration with a Chinese partner. Essentially small samples 
should be taken from selected wall paintings in our collection and from the same cave in-situ (making 
sure that it is close enough, and is the same layer), and then  these should be tested in several laboratories 
in Germany and in China, and maybe also in Japan. Then the results could be compared and evaluated at 
an international conference. Until such a complex project becomes a reality however, we have to rely on 
other means of trying to arrive at a conclusion.

We have to reconsider the methodology of our approach too. There are two closely related issues in 
discussion here, both linked to the identity of the donors and the artisans. Firstly what constitutes 
“Uygur” art. Secondly the role of female donors in a medieval society. The second point is closely 
connected to the first, as I have already discussed in my book.

We must be very careful when formulating the first question, as we are discussing the culture of a 
regional centre before the rise of the idea of nation-states. What makes any art “Uygur”? Is it the 
language spoken or written? (We do not know the spoken language, and documents may be bilingual). Is 
it genetically linked groups? (genetics do not necessarily agree with cultural links)8. I would argue that 
certain types of regional art were the result of a consciously chosen attitude in this age, especially if it 
was the ruler’s decision to convert to a certain religion. We are dealing with an extremely multi-cultural 
period, where different groups identify themselves through the use of language and script, religion and 
naturally art. Latter might also show their clothing, which is an obvious way to identify a group (see my 
earlier reference to the importance of headdresses above).

8 Lectures and subsequent discussions during a conference entitled “The Complexity of Interaction along the Eurasian 
Steppe Zone in the First Millenium AD: Empires, Cities, Nomads and Farmers”  organised by the Bonn LVR-Landesmuseum and 
Bonn University 9th-11th February 2012 explored important aspects of this. The conference was linked to an exhibition of new 
archaeological finds from Mongolia entitled “Steppe Warriors: Nomadic Horsemen of the 7th till 14th Century from Mongolia”. A 
publication of the proceedings will be published later this year. (E-mail from the conference organisor Professor Jan Bemmann, 6th

January 2013)
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In the tenth century Dunhuang became a practically independent regional power. Rong Xinjiang 
argued that the Cao family itself ruling Dunhuang may have been of non-Chinese origin, and might have 
been Sogdians (Rong 2001). Although the Caos used the Chinese language, and were completely 
sinicised according to Rong, who had studied the Dunhuang documents in extreme detail (Rong 1996), 
he pointed out differences with the era preceding them. As opposed to the “Return to Alliance” 

(guiyijun) period of the Zhang family rule in the ninth century, when Chinese influence was the norm, 
in the tenth century Cao Yijin (914-935) and his successors allied themselves with the regional 
powers of Khotan and the Ganzhou Uygurs, especially through many marriage links. The first and main 
wife of Cao Yijin was Uygur, who retained her high standing even after the death of her husband, and 
was called “guomu” (mother of the nation) – three of her sons following Cao Yijin ruling 
Dunhuang. (Rong, 2001, p. 68; Russell-Smith, 2005, p. 64.) Rong sees evidence in this that the high 
standing of the Uygurs at the time was linked to the non-Chinese origin of the Caos.

Here we can see the complexity of the question: the Cao family were perhaps the most important 
donors in Dunhuang, commissioning some of the biggest caves, such as Cave 61 or Cave 98, where the 
Uygur wives and the relatives from Khotan are depicted in larger than life size. Is this regional art 
Chinese? Or local Dunhuang art? Perhaps Sogdian or Uygur? In this case I would opt for a “tenth-
century standard Dunhuang regional art” phrase, as I did in my book. It is in comparison with the style of 
this “control” group that I found that portable paintings possibly commissioned by Uygurs in Dunhuang
differed from the standard style, and based on this and my subsequent comparative studies with known 
examples of Uygur art did I argue that some important Dunhuang paintings showed Uygur influence.

The crucial role donors, and especially of high-ranking wives as donors in medieval societies is still 
a relatively under-researched question even in European art history according to new publications
(Martin 2012, cf. also Schleif 2012). These donors shaped the appearance of art objects and styles in a 
major way, often reflecting a very personal approach to worship and cultural identity. As in medieval 
Europe, in India, Central Asia or China too, the choice between many different available techniques and 
styles has to be made by the artists in accordance with the wishes of the donors.

“Medievalists have been relatively less encumbered by distinctions between fine art and popular art, 
between important and peripheral centres than many art historians (…) Within a single period and region, 
often within a single work of art, one can identify divergent, and sometimes contradictory stylistic 
features. Although the balance evidently shifted in different locations and times, early medieval artists 
could choose between different stylistic modes in order to find the means of expressing their ideas in 
visual terms. Styles reflect a complex blend of factors, including the training and skill of available artists, 
the wealth and ambitions of patrons, the demands of the subject, and the materials chosen. The period is 
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not, however, one of complete chaos. Although some examples resist attribution with heroic resolution, 
most of the artwork of this period can, by comparing them to other better-documented works with which 
they share specific stylistic features, be assigned to a reasonably narrow geographic and chronological 
area, with as high a degree of certainty, as in later periods of European, or for that matter, non-European 
art.” (Nees 2002, p. 238)

In the regional art centres of medieval Europe donors, who newly converted to the Christian 
religion, in addition to express devotion wanted to stress their new identity. An object commissioned for 
worship could therefore at the same time also act as a statement of political power and demonstrate new 
cultural alliances.

I believe that something similar may have been true in Uygur art. It is important to emphasise that 
the Uygurs’ conversion to religions: first to Manichaeism and then to Buddhism, was the conscious 
choice of the Uygur ruler of the time. This is a difference with for example Chinese art, where Buddhism 
appeared much more gradually.9 We can therefore expect that the donors wanted to make a statement 
with their commissioned art.It is also clear that some characteristics of Uygur art were developed in the 
Manichaean period – defined by the interest in miniature book art, and being the result of the strong 
impact of Sogdian artisans, and the links with the Manichaean Church in the West – and these features 
continued, probably due to the wishes of Uygur donors – even after conversion to Buddhism, thereby 
making Uygur art identifiable by key features different from other regional arts of the same period.

Let us consider possible characteristics for the formation of local Uygur art or culture. It is likely
that the nomadic culture of the Uygurs continued to shape their taste in the regional oasis centres of 
Xizhou, Shazhou and Ganzhou. They continued to use the typical Uygur clothing including the 
headdresses, and we note the pronounced use of belts and riding boots, visible through a long cut down 
the side of the male robe. We can see this looking at representations of donor figures, both on a portable 
banner painting in Berlin (Fig. 1), and on wall paintings (Fig. 2), as well as on a Chinese painting.10 The 
use of exaggerated golden jewellery is also very visible for female donors, even though their clothing 
and hairstyle is based more closely on Chinese examples (Fig. 3). Even so, the hairstyle (straight 
hairline), the headdress the pronounced use of jewellery makes these donor figures distinctly non-
Chinese, and recognisable as Uygur. Some paintings represent gowns lavishly embroidered with dragons 
or phoenixes (Fig. 1).11 In the museum’s partially unpublished textile collection in Berlin we have 

9 The first representations of the Buddha figure are known from pottery, and as small representations in Chinese tombs (cf. 
Howard 2006, pp. 202-208.).

10 Anonymus (traditionally attributed to Li Zanhua): “Nomads with a Tribute Horse”, Northern Song Dynasty, 11th-12th

century (52.1380) in the Museum of Fine Arts, Boston (reproduced in Russell-Smith 2005, pl. 61).
11 Cf. also Dunhuang Cave 409 reproduced eg. in Russell-Smith 2005, Pl. 7.
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examples of embroideries of extremely high quality. It is possible that this continued interest in textile 
arts was due to the nomadic background of the Uygurs.

Mariachiara Gasparini, a Research Fellow who has just completed a first study of our entire textile 
collection, has made me once again very aware through her explanations of technique and showing me 
her microscopic photos, how amazingly skilled the Uygur artists were, in this case in embroidery, and 
how precious the materials were that they used. The interest in the miniature scale and luxury materials is 
apparent. These are exactly the qualities I observed in the Dunhuang paintings. Therefore I would argue 
that the Uygur aristocracy’s unique taste must have been crucial at the early stages of developing Uygur 
Buddhist art. Embroideries of the highest quality must have existed already in nomadic times. This, the 
interest in precious metals (gold), and ornaments, as well as miniature book art seem to be the defining 
features of this formative period of Uygur Buddhist art.12

How was the art of Uygur Buddhists formed in various regional centres? In the case of Uygur 
conversion to Manichaeism a consciously non-Chinese religion was chosen, and consequently a non-
Chinese set of values was employed for art work, foreign (most probably Sogdian) artists were invited. 
In the case of conversion to Buddhism the majority of the local population in Xizhou may already have 
been Buddhist, the kaghan’s wish to convert, and consequently the restructuring of the temples was most 
probably following the wishes of an ever-increasing majority. 

Acknowledging the visible links of Uygurs to Dunhuang art in the tenth century, Professor
Moriyasu has raised the interesting possibility that basic features for Uygur Buddhist art were actually 
not formed in r or , but in Dunhuang itself.13 Being originally a Dunhuang researcher, I 
found this possibility intriguing, and not impossible. Through my daily work I also became much more 
aware of the versatility of the material found in the Turfan area and brought back to Berlin. For example 
earlier this year we had digitised all fragments on silk or paper with Chinese inscriptions for Professor 
Oguchi. Many of these small fragments are strikingly similar to paintings from Dunhuang. By 
coincidence Sarah Fraser, who is now Professor at Heidelberg University in Germany, came to visit just 
then, and was also struck by the similarities. These, however also make us aware of the huge 

12 Of course these points will have to be investigated in the future in detail. For example Morris Rossabi considered the 
Uygurs to be the inventors of kesi weaving technique: “The Silk Trade in China and Central Asia” in Watt-Wardwell 1997, pp. 7-
19. More research needs to be done in this area. Mariachiara Gasparini (Heidelberg University) analysed the textile fragments in 
the Turfan Collection in Berlin in preparation of her PhD dissertation entitled “De-codification of CentralAsian textiles: The 
transfer of northern Silk Road textile imagery onto European surfaces.”

13 Moriyasu suggested the possibility that we are witnessing the birth of a regional Buddhist art form in Dunhuang, that in 
turn influenced the formation of Xizhou Uygur Buddhist art at a later point. He says: “In Dunhuang at that time the Uighur royalty 
of the Ganzhou Uighur Kingdom was in place. They converted to Buddhism relatively earlier because of relations of marriage
with the ruling family of the Imperial Commissioner of the Return to Alliance Army, for example, and they may possibly have 
become patrons of this new school of Buddhist art. After the transfiguration under the influence of esoteric Buddhism from Tibet 
and Khotan, it flew back to Turfan after the second half of the 10th century.” (Moriyasu 2008, 219)
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disadvantage we have when looking at Turfan materials. In Berlin we often only have one caption, a foot, 
part of a figure, and it is only because we know the complete paintings found in the Dunhuang library 
cave that we can complete the composition with some likeliness in our heads. This is to a lesser extent 
also true of the wall paintings. A visit to will demonstrate that only tiny fragments of wall painting 
remains can be found (and only with the help of a guide), and a visit to Bezeklik is quite sad at the 
moment, as the wall paintings appear to be in such a bad condition peeling off the walls in many caves. 
Again what a contrast to the flourishing site of Dunhuang, where the Getty Research Institute had been 
supporting conservation projects for over 20 years! We can only hope that something similar will happen 
in Bezeklik soon.

Essentially we are dealing with an extremely fragmented material from often insecure provenience, 
as many of the cards in the museum are not specific enough and only state “ ” as the location where 
the object was found. The only complete Uygur painting known to me is in the Hermitage in St 
Petersburg (Fig. 4).14 In sad contrast we have many tiny fragments in Berlin, which no doubt were once 
also part of a lavish composition (Fig. 6). Therefore this well-preserved painting in the Hermitage is 
extremely important. As far as I know, the provenience is insecure, and there is no inscription of any 
kind that could help us with the dating of this painting. The iconography is somewhat similar to the types 
known from Dunhuang, we can recognise certain figures that only appear on late 10th century examples 
in Dunhuang, and not earlier. 

However, there are many differences: first of all the many small Buddha figures in the upper part of 
the painting. There is not one Dunhuang painting showing this feature. Even the Five Big Buddhas only 
appear like this, above the donors, in a painting I had identified as Uygur-influenced, known as the “Five 

5). The additional small
figure of the White-robed Guanyin granting a child is also not known from Dunhuang in this form, but 
was a very popular feature in the Turfan area: we have a very similar example in our exhibition in Berlin 
from Murtuk (Fig. 7), and also another example is in the collection of the Seoul National Museum.15 The 
biggest difference is of course that the donors are part of the composition: in Dunhuang – excepting the 
Uygur-influenced paintings – donors almost always appear in the lower section often separated from the 
main part by a line. Here they stand in front of extremely interesting Uygur buildings wearing Uygur 
costume including their typical headdress.16 The use of bright colours (red, green, blue) and the gilding 
appearing everywhere together with the rich ornamental decoration and the rhythmic repetition of the 
small Buddha figures gives a very flat and decorative appearance not known from Dunhuang in this 

14 “Thousand-armed Thousand- -777), Cat. No. 148 in Piotrovsky 2008.
15 -1) Cat. No. 13 in Min 2003.
16 I already drew attention to the unusually important status of donors in Uygur painting in my book. Cf. the donor 

occupying the main area of the banner in Fig. 1, this way of representation is not known from Dunhuang.
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form. In fact these are all elements I had identified in my book as characteristic of Uygur art, and 
therefore I argued that their appearance on a Dunhuang painting would be proof of Uygur influence. But 
no Dunhuang example, not even the Uygur-influenced examples display this richness or this 
combination of the elements.

Now the question has to be asked can a group of paintings developed in a regional art centre based 
on the wishes of the donors not simply reflect the features of an already existing style, but actually create 
a completely new style that then goes on to define “Uygur Buddhist art” for centuries. After careful 
consideration I have to say from an art historical point of view that this is not possible. 

I am convinced that Uygur Buddhist art must already exist before it influences Dunhuang art, 
otherwise the regional art of Dunhuang would be much more unified, and various elements could not be 
found on paintings of very different appearance. If the regional art of Shazhou had shaped the later art of 
the Uygurs there would be more resemblance, this would not be limited to some features, always 
appearing in a different combination.

One more important point to consider is that the Ganzhou Uygur wives of the Cao family, who 
may have commissioned at least some of the Uygur-style paintings in Dunhuang may have had a 
Buddhist background. Moriyasu says too that “It is not known when they converted to Buddhism.” 
(Moriyasu 2000:2, p. 339). It is possible that these already Buddhist Ganzhou Uygur wives played an 
important part in developing Uygur Buddhist art, in this sense, I agree with Professor Moriyasu, that 
some Uygur art may have been developed in Dunhuang. However, they must have relied on existing 
examples of Uygur Buddhist art when commissioning the works of art in Dunhuang.

The clue to what this may have been lies most probably in the striking similarity between some 
Uygur-influenced paintings from Dunhuang not only with fragments of originally much larger paintings 
on silk in the Berlin collection (Fig. 9), but also with wall paintings from k, today in the Hermitage
(Fig. 10) and in the British Museum. I already drew attention to this in my book, but here I propose to 
investigate this question in more detail.

Let us look at the Tables at the end of my book again, where I summarised the elements making up 
these regional arts (Table 1: Principal stylistic influences on Dunhuang art: Chinese, Tibetan, Tangut, 
Uygur. Table 2: Principal stylistic influences on Uygur art: Turkic/Nomadic, Sogdian, Chinese, Kuchean, 
Khotanese, Tibetan, Tangut).17 Many of these elements appear in both regions, and in fact one could 

17 In my book I have not devoted sufficient attention to the importance of Tocharian art to the creation of these regional 
styles (although of course I was aware of it, and mentioned it). I am now again through my daily work much more aware of these
connections.  I am also very pleased that in Germany I have the opportunity to work with scholars who had actively researched this 
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argue that all in Table 2 appear also in Dunhuang. Therefore only a unique combination of all these 
elements can make up what we recognise as “Uygur Buddhist art”. 

Professor Moriyasu acknowledged that there were links between Dunhuang and Buddhist groups in 

Tocharians. Although once again this is an intriguing possibility, I see no reason to doubt that it is the 
Uygurs who first develop this new Buddhist art, most probably in the second half of the tenth century. 
The Uygur-influenced Dunhuang paintings in question can all be dated to the second half of the tenth 
century, or the early eleventh century (just before the library cave was sealed), and this agrees with 
Professor Moriyasu’s own system of dating as given in Moriyasu 2000:2.18 Otherwise, I would have 
already noticed a contradiction when writing my book.

I agree that it is very difficult to identify any of the art finds with complete certainty if there is no 
Uygur inscription present. Still everyone in the room will agree that we can recognise Uygur Buddhist 
art at first sight, as it is very distinctively different from Chinese or other arts. I can show you an example 
from Kumtura (Fig. 13) in our collection to illustrate another case of regional influence of an existing art 
style. This painting is completely similar to the Tang dynasty Dunhuang style and iconography, even 
though Kumtura is located in the area, and therefore far removed from Dunhuang. Consequently it
must have been painted in the eighth century, reflecting the regional Tang Chinese-influenced style of 
Dunhuang art of the eighth-ninth centuries.19

Just as the regional Dunhuang style can be clearly recognised in this painting far away in the 
area, the Uygur influence can be seen in the paintings in Dunhuang. Therefore there must have been 
paintings as “Vorlage” with the German word, that is pattern books, artists familiar with a certain way of 
working, and also a similar use of materials (gold, colours) is apparent.

Sarah Fraser proved in her book (Fraser 2004:1) that by the tenth century workshop practices were 
becoming increasingly professional. Importantly the hierarchy and work-division of the workshops may 
have been present in the Turfan area by the 8th century (then under Tang Chinese influence), earlier than 

field for many years, and some of whom are also present here today. Another important field is the research of the Southern Silk 
Road. Again I was aware of the importance of Khotan, and some surprising similarities, for example the way the multiple heads of 
deities are shown, as discussed in my book. But now new discoveries are being made on a regular basis and the wealth of new 
materials brings new evidence.

18 According to Moriyasu 2000:2: “As I will explain later, the upper class of the West Uighur Kingdom began to be 
converted to Buddhism mainly from the second half of the tenth century.” (p. 338)

“Hitherto no one has been able to explain why the Uighurs ceased to support Manichaeism. The turning point was the tenth 
century.” (p. 346); “No Uighur (not Turkic!) Buddhist object may be regarded as older than the early tenth century.” (p. 351): “first 
Golden Age of Uygur Buddhism around the first half of the 11th century.” (p. 352)

19 Another wall painting fragment (Inv. No. III 9374) from the same cave in the Berlin collection displays mannerisms well-
known in eighth-ninth century Dunhuang painting: eg. the way the flowers are shown: a red dot on green grass.
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in Dunhuang, according to her research. We can assume that these practices would have continued after 
the Uygurs took over controlling this area. In the Berlin Museum we also have stencils, one of them in a 
typically Uygur style (Fig. 11). Such stencils, as well as sketches and pattern books must have been used 
to prepare the paintings and wall paintings according to the donors’ wishes.

Fraser also emphasises that important – and only sufficiently important – donors could have direct 
influence on the formation of art works.20 We can observe that in the case of Uygur art in several cases 
the iconography is similar to Dunhuang, but the style different21, or (as in the case of the painting on silk 
in the Eremitage) both iconography and style are different despite similarities occurring. This clearly 
points to the existence of Uygur Buddhist workshops, the earliest already being in existence in the 
second half of the tenth century, by the time “Uygur influence” first appeared in Dunhuang.

As an example let us look at the “Adoration of Guanyin” from the Musée Guimet in Paris (Fig. 8):
this painting unites elements from Uygur Manichaean book art (Fig. 12) and the Buddhist art of 
(Fig. 10) – which consequently must also date to the 10th century. The carpet type is very unusual for 
Dunhuang, and appears only on Uygur-influenced painting. The decoration is very similar to the type 
seen in Fig. 12. The facial types however show a very close similarity with Fig. 10. Similar faces are also 
known from portable fragments found in the Turfan area (Fig. 9).22 This must be our clue to the 
existence of the earliest or first Uygur Buddhist school/ style. It is very likely that the Uygur centre of 

must have developed Uygur Buddhist art at first, there combining elements from Sogdian book 
art and Tocharian wall painting. This must have influenced the regional art centre of Dunhuang, where 
the wishes of Uygur donors, most likely female donors, lead to the execution of some of the most 
striking paintings on silk. Consequently, I agree with Professor Moriyasu that the wall paintings from 
Bezeklik are likely to be not earlier than 
might date to the second half of the tenth century, and at least some of the wall paintings from –

are likely to date from the tenth century.

As I already mentioned in my book, in my eyes the influence of book art cannot be overestimated. 
Of course once again the Manichaean material is extremely fragmented, in the catalogue of Gulácsi 
(2001) we can only find ca. 100 pieces, and of those less than twenty have a recognisable composition 
with many figures. Still, we can easily recognise these as Uygur Manichaean art: blue background, 
lavish use of gold, extremely thin lines, and interest in miniature small-scale art (Fig. 12). We can see a

20 “A formal system of review and evaluation was in place to assess progress and, if the donor was important enough, the 
donor’s approval factored into the completion of a mural program.” (Fraser 2004:2, p. 9)

21 As in the case of the representation of Vimalakirti in Murtuq, cf. Russell-Smith 2005, pp. 91-96.
22 For a detailed discussion see Russell-Smith 2005, pp. 173-179. 
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combination of these in the Uygur-influenced art in Dunhuang. Most researchers assume that Sogdian 
artists were influential in developing Manichaean art. 

The importance of Sogdians in transmitting religions, script and art to the Uygurs has been 
researched from many angles.23 As for the latest opinion on their direct connection with the early phase 
of Uygur Buddhist scriptures Jens Wilkens gave an important, hitherto unpublished conference paper.24

In his paper Wilkens urges us to explore the impact of Sogdian Buddhism on Uygur Buddhism in the 
field of art. He drew attention to the very striking similarities of illustrations on Sogdian manuscript 
fragments in the Turfan collection in Berlin to the art of r. I find his latest research very inspiring. 
During our recent conversation, when looking at this material together in the museum, we compared the 
fragments to the available Manichaean fragments, and the links are once again striking. Wilkens points 
to similarities between fragments from the Ara emi- (Fig. 14) and Manichaean book art, consider 
for example the blue background and the use of gold.25

The importance of the Sogdians in this region came to my attention once again recently from an 
unexpected angle.  I have been intrigued by the unique collection of architectural elements in our storage 
ever since my arrival in Berlin five years ago. I was aware that nothing like this exists in China, and this 
was confirmed by the visits of Li Xiao, then Director of the Turfan Museum and Academy in 2010 and 
in 2011. 

The commissioning of architecture was of course also a very important activity for donors. Puay-
Peng Ho drew attention to the fact that temple building was expensive: “The cost for sponsoring a 
temple could vary from millions to tens of thousands in cash.” (Ho 2004, p. 50). Therefore it is important 
to consider the evidence objects that were originally part of religious architecture tell us about the change 
of religions, styles and techniques.

I first spoke about these architectural elements in May 2009 at the University of Pennsylvania at a 
conference organized by Professor Nancy Steinhardt on Uygur Archaeology (Russell-Smith 2009). Only 

23 Professor Moriyasu found additional evidence for the importance the influence of Sogdians in his latest work (Moriyasu 
2012). In this on p. 48 he also has a structural drawing showing “Uygur network in the tenth and eleventh centuries” exactly 
corresponding to the way art influences may have travelled too. In the Summary he writes: “this present study of mine has 
demonstrated anew that in the case of epistolary formulae there existed a current that flowed from Sogdian to Uighur and then to 
Mongolian… Furthermore, as it is symbolized by the fact that the prototype of the Uighur script lay in the Sogdian script, it is to be 
surmised that Uighur culture was strongly influenced by Sogdian culture” (p. 97). I am very grateful to Professor Moriyasu for
sending me his latest important publications.

24 “Buddhism in the West Uyghur Empire and Beyond”, unpublished conference paper given at the workshop “Between 
Empires: Transfer of Buddhisms between Hubs in Eastern Central Asia (9th to 13th Centuries)”, 20th-21st September 2012, Ruhr 
University, Bochum. Publication of the Proceedings is planned according to the organizer Dr. Carmen Meinert (personal 
communication, December 2012).

25 Jorinde Ebert was the first to publish these fragments (Ebert 2001). Ebert is also convinced of the importance of the 
Sogdians on the formation of Uygur art. In Ebert 2001 she does not explore the links to Manichaean art.
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small black-and white photos have been published of the wooden objects in the Turfan Collection in 
Berlin including the archaeological elements by Chhaya Bhattacharya-Haesner, who wrote her doctoral
dissertation about this topic, and then published it in India (Bhattacharya 1977). The book is now out of 
print, and as said the pictures are small and black-and-white. Furthermore Bhattacharya’s background is 
in Buddhist art, so she simply describes the architectural elements, quoting the cards and the publications 
of Le Coq and Grünwedel.26

As we are preparing for the new museum, various projects have been discussed, and one has been 
the “Inszenierung von Architektur” – investigating how we can incorporate more architectural elements 
into our future displays. This and my own research interest gave me the idea to take the plunge, and ask 
our storage manager to take out every single architectural element, and lay them on every available 
surface in our storage. As far as I am aware this had not been done before.27

Professor Klaas Ruitenbeek, our Director since January 2009, is an expert not only of Chinese art in 
general, but of Chinese wooden architecture in particular, this was the topic of his PhD dissertation
(Ruitenbeek 1993). He also learnt the actual craft of wooden architecture, and worked on various 
projects with Chinese craftsmen, for example at the Royal Ontario Museum in Toronto, where they 
recreated the front of a Chinese building as part of the new display. With this experience it is not 
surprising that Professor Ruitenbeek could put many of the elements in the Turfan Collection together 
within a short time, as if working with a giant puzzle. We have also very quickly made distinctly 
different groups of the elements. I have now compiled a first list. It became apparent that several of these 
objects could not be published in the book by Chhaya Bhattacharya, because they came back from the 
Soviet Union, and only re-entered the collection in 1992, just like the stake inscriptions mentioned at the 
beginning. Furthermore Grünwedel and Le Coq appear to pay remarkably little attention to them, 
considering their large size, and the amount of space they must have taken up in transport and storage. 
Only some of the carved elements were published in Chotscho (Le Coq 1913). I must emphasize that 
this project is at the beginning, and a correct publication and analysis of the material must follow. But I 
can already draw attention to some first results:

26 Talking about some of these wooden elements Grünwedel says that at least one of the carved objects was given to them 
by “Turkish” peasants, who thought that this should have been used as fire wood (Grünwedel 1905, p. 95). This of course draws
attention to the fact that in these tree-starved areas many beautiful objects must have been burnt in the cold winters. 

were open 
without any wall or entrance until the late 1970s). The ruins in Qo
colleagues. During a fieldtrip in September 2011 we discussed with the researchers at the Turfan Academy that a joint 

drawings in our archives and analysing the descriptions of 
the German expeditions could produce very interesting results.

27 Marianne Yaldiz does not discuss the wooden architectural elements in her important monography when describing the 
ruins in Xinjiang (Yaldiz 1987) in contrast to Monique Maillard who incorporated the examples from the Musée Guimet and from 
historical photographs into her monograph (Maillard 1983). 
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Th
group consists of the carved elements. These come mostly from Ruin , and Ruin (Figs. 15-17). They 
display very strong Western influence, including palmette motifs known from Hellenistic art (originally
carved in stone, and then adapted to wood in Central Asia). Looking at the large basis and capitals we 
can only begin to imagine the size of the buildings that they must have decorated. The dominance of the 
wood, and the undoubted combination with the mud-brick buildings dominating all of Central Asia, 
bring the reconstructions of Boris Marshak of a Sogdian room from Penjikent to mind.28 The wooden 
capitals, the rounded basis, and some of the ornaments are similar. We can see that there may have been 
a Sogdian connection, just like we observed in the case of the manuscripts and in the case of art.

Furthermore, we have large floor tiles in our collection, possibly also from the same buildings 
reflecting Iranian or Sogdian influence. Similar examples were found in Kashmir and interestingly most 
recently in Karabalgasun (Compareti 2009, fig. 1; Dähne 2010, p. 69 Fig. 7). Nancy Steinhardt has 
always emphasized the Chinese influence in Karabalgasun, but the Sogdian-Iranian heritage is also very 
important. It is the unique combination of these elements that makes up the various forms of Uygur 
regional arts.

As for the possible function of at least one of the buildings, the clue lies in a motif actually 
published by Le Coq in Chotscho: possibly part of a wall paneling it shows grapes: a very important 
motif for Manichaeans. 
(Fig. 17). . Could some of these wooden 
elements be m were 
found in a corner room suggest that when no longer in use, they must have been dismantled and stored 
once the local population converted to Buddhism.

The second major group of architectural elements is clearly Buddhist (Figs. 18-19). This is 
confirmed by the appearance of Buddha figures under a Sanskrit inscription in Brahmi.29 It is clear from 
the style that these elements were made for an Uygur building. Not only the Sanskrit text, but also many 
ornaments resemble those known from Bezeklik wall paintings and published in Chotscho (Fig. 20). 

28 According to Frantz Grenet (e-mail 1st October 2012) “This picture by Marshak is a composite one, it purports to show a 
general idea of a Panjikent reception room, not a rendering of any special example. As for the colours, he was persuaded that this 
was actually how they looked like when fresh (so he told me). The colums and ceilings are wooden.” A black-and white 
reproduction can be seen as Fig. 3 in the on-line publication Stavisky 2003. I also found a colour reproduction on-line:
http://www.flickr.com/photos/waltercallens/1303805800/in/photostream/lightbox/ (available January 2013).

29 Ines Konczak has confirmed that the script is early Turkestani 
will be investigated further.
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Now in the reconstruction of Klaas Ruitenbeek it becomes possible for the first time to see a part of 
this building – possibly the portico of a temple taking shape (Fig. 18). Le Coq published one element as a 

“lamp stand” (Le Coq 1913, Tafel 62 object c) – it is in fact a dou – as now recognised by Ruitenbeek 
– the basic element of the Chinese bracketing system. However, Ruitenbeek points out that these are not 
the remains of a Chinese building, especially because of the clear combination with a mud-brick wall: 
the dou supports a beam that had clearly been fixed to a wall. In contrast, in East Asia the entire 
bracketing system would have been created out of wood.

Looking at the ornaments, some of them clearly originate in the palmettes we have just observed in 
the case of the carved elements, which may have belonged to the Manichaean temple. Here we see a 
painted version of these motifs. So once again we see the unique combination of various elements by the 
Uygurs to create their own art, taking in Chinese and Western-Sogdian influences, but creating their 
distinctly different version.

I already published a wooden beam of this group displaying a zig-zag motif, as this appears as part 
of painted architecture in two paintings (Russell-Smith 2012). One is a painting from Dunhuang, today 
in the British Museum.30 I argued in my book that this painting is Uygur-influenced too, redating it from 
the eighth to the tenth century (Russell-Smith 2005, pp. 153-164). The motif appears there in a 
prominent position on a beam above the entrance of a Chinese style-building.

The second example I am aware of is the beautifully preserved Uygur painting of the “Thousand-
armed thousand- vara” in the Hermitage (Fig. 4). Even more interestingly there the beam 
with the zig-zag motif appears as part of the domed building that resembles a tent, this could very well 
represent an Uygur-style building or luxury tent. Sarah Larsen has drawn attention in a conference paper 
to the hybrid nature of Sogdian buildings as they appear on the Sogdian funerary beds found in China 
(Larsen 2006, cf. also Lerner 2005, Lerner-Juliano 2001). I wonder whether the regional architecture of 
both the Sogdians in China and the Uygurs (influenced by them) was more composite – put together 
from different elements. In Xinjiang we see the appearance of vaults everywhere just like in Western 
Central Asia (Baimatowa 2008). This resembles very closely Sogdian architecture, so this aspect should 
also be investigated in a more systematic manner. Monique Maillard has already pointed out the 

83).

As we have seen above, unlike in China (or Japan), where the entire structure would have been 
constructed out of wood using

30 Registration number: 1919,0101,0.37), British Museum, London, reproduced 
as Pl. 29 in Russell-Smith 2005.  The painting can be seen on-line:http://www.britishmuseum.org/research/search_the_collection_
database/museum_number_search.aspx
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including the dou, were pushed into a solid, clay wall, much more in keeping with the tradition of 
Central Asian, including Sogdian architecture.  So with the help of this new material we have further 
evidence of the uniqueness of Uygur art and architecture. Could this have been formed in Dunhuang?

I would argue that it is far more likely as in the case of these architectural elements, that many 
similar ingredients were present in both places: the possible Manichaean architecture in Ruin was
strongly influenced by Sogdians. There must have been royal donors in Dunhuang too who had access to
Manichaean book art, which could influence their decision to have paintings commissioned reflecting 
their unique taste. However, none of the Uygur-influenced paintings of Dunhuang could be mistaken for 
a painting from Turfan. This is the art of a regional group, we could tentatively call it Ganzhou Uygur art, 
due to the possible role of the women.31 These donors must have had access to Uygur Buddhist art 
developed elsewhere, perhaps in Š . Then the different elements were combined, like in the case of 
the buildings we have just seen, to reflect the wishes of the donors. 

I believe that this transformation could not have happened alone in Dunhuang, but most likely in 
r in the mid to late tenth century. I agree with Professor Moriyasu that the wall paintings of 

and Bezeklik were then likely to be painted later, the earliest examples dating to the second half of the 
tenth century and to the eleventh century. In the future the structural types of the caves and the free-
standing buildings have to be investigated in closer detail too. Only a full-scale study can bring more 
definite answers to how donors shaped the regional art of Uygur Buddhists. However, we can already 
state as a preliminary conclusion of our work in progress that Uygur Buddhist art existed in the second 
half of the tenth-century, and could thus influence the stylistic and iconographic development in 
Dunhuang, most probably as a result of the wishes of local Uygur donors living in Shazhou.

As our work progresses in the museum I hope to get more specific results, especially through 
collaboration with China and Russia, although I am very aware that this will not be easy. I look forward 
to receiving your comments and suggestions.32

31 I intend to do more research on the nature of Uygur art in Dunhuang in the light of specific new results for the study of 
regional cultures, especially in the field of manuscripts. For example Imre Galambos started focusing on how outside influence
changed the way Chinese manuscripts were written in Dunhuang in the tenth-century (Galambos 2012).

32 I am very grateful that through the invitation by Professor Miyaji and the Ryukoku University I was prompted to re-
examine some of the complex influences as described in this article. In preparation for an exhibition planned for 2016 to be held in 
Berlin, I hope to spend much more time on researching our museum objects from this period. Entitled “Between Empires: the Silk 
Road in the Eighth-Thirteenth Centuries” this exhibition will focus on the interaction of the various regional cultures. The art of the 
Uygurs and the links to Dunhuang will be key focus points. I welcome all suggestions and remarks also in preparation of this 
major project.
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Map: Map of the Silk Road in the ninth-tenth centuries (after Russell-Smith 2005)

Fig. 1: Uygur donor from 

ramie, H: 144.5 W: 80 cm, 
Inv. No. III 4524 © Museum 
für Asiatische Kunst, 
Staatliche Museen zu Berlin

Fig. 2: Uygur donors from 
Bezeklik Cave 20, wall 
painting (ink and colours on 
plaster), H: 62.4 cm W: 59.5 
cm, Inv. No. III 6876a © 
Museum für Asiatische Kunst, 
Staatliche Museen zu Berlin

Fig. 3: Female Uygur donors 
from Bezeklik Cave 20, wall 
painting (ink and colours on 
plaster), H: 66 cm W: 57 cm, 
Inv. No. III 6876b © Museum 
für Asiatische Kunst, Staatliche 
Museen zu Berlin
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Fig. 4: “Thousand-armed 

colours and gold on linen, H: 142.5cm 
W:94 cm, Inv. No. TU-777 © The State 
Hermitage Museum, St. Petersburg

Fig. 5: “Five Buddhas of the 

from Dunhuang, ink, colours and 
gold on silk, H: 101.5 cm W: 61 cm, 
Inv. No. MG 17780 © RMN, Musée 
des arts asiatiques - Guimet, Paris

Fig. 6: Buddha figure from Toyok, ink, 
colours and gold on silk, H: 13.5 cm W: 
7.7 cm, Inv. No. III 170 © Museum für 
Asiatische Kunst, Staatliche Museen zu 
Berlin
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Fig. 7:  “
figures” from Murtuq, ink and colours on 
ramie, H: 95 cm W: 59 cm, Inv. No: III 
8559 © Museum für Asiatische Kunst, 
Staatliche Museen zu Berlin

Fig. 8: “Adoration of Guanyin” from 
Dunhuang, ink, colours and gold on silk, H: 
96.8 cm W: 65 cm, Inv. No. EO 1175 © RMN, 
Musée des arts asiatiques - Guimet, Paris

Fig. 9: 
Ruin K, ink, colours and gold on silk, H: 
21.5 cm W: 16.8 cm and H: 7 cm W: 6 
cm, Inv. No. III 6361+ 6595m  © Museum 
für Asiatische Kunst, Staatliche Museen 
zu Berlin

), 
detail of a wall painting (ink and colours 
on plaster), Complete painting: H: 101 cm 
W: 108 cm, Inv. No. ShSh-800 © The 
State Hermitage Museum,St. Petersburg
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Kunst, Staatliche Museen zu Berlin

- 132 -



The formation of Uygur Buddhist Art: Some Remarks on Work in Progress

Fig. 12: Celebration of the Bema festival, ink, ink, colours and gold on paper, H: 25.2 cm W: 12.4 cm, 
Inv. No: III 4919 a,b verso © Museum für Asiatische Kunst, Staatliche Museen zu Berlin

Fig. 13: First meditation of Queen from the 
Kinnari Cave (Cave 16), Kumtura, wall painting (ink 
and colours on plaster), H: 27 cm W: 34 cm, Inv. No: III 
8843 © Museum für Asiatische Kunst, Staatliche 
Museen zu Berlin

Fig. 14: Illustration of the Ara emi 
, ink, colours 

and gold on paper, H: 8.2cm W: 8.5 cm, 
Inv. No: III 4984 verso © Museum für 
Asiatische Kunst, Staatliche Museen zu 
Berlin
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carved wood, H: 20 cm L: 30 cm D: 31 cm, 
Inv. No: III 5016 © Museum für Asiatische 
Kunst, Staatliche Museen zu Berlin

(above the southwestern stairs), carved wood, 
L: 25,1 cm D: 24 cm and L: 19.1 cm D: 17 cm, 
Inv. No: III 7292 © Museum für Asiatische 
Kunst, Staatliche Museen zu Berlin

, carved wood, H: 18 cm L: 30.5 cm 
D: ca. 2 cm, Inv. No: III 6764 © Museum für Asiatische Kunst, Staatliche Museen zu Berlin
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Photograph taken December 2012 © Museum für Asiatische Kunst, Staatliche Museen zu Berlin

Fig. 19: Dou 
reconstruction above), painted wood, H: 13.3 cm 
W: 22.2 cm L: 22.2 cm, Inv. No. III 4436a © 
Museum für Asiatische Kunst, Staatliche Museen 
zu Berlin

Fig. 20: Ornament from a Bezeklik wall 
painting, after Le Coq 1913, Pl: 35 a1, 
Original from Cave 21 Bezeklik, H: 27 cm W: 
28 cm (destroyed in the war)
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Question and Answer Session

Irisawa Thank you, Dr. Russel -Smith. As far as I know, this is the first time we could see so 

many valuable objects related to Uyghur Buddhist art, here in Japan. Now we will proceed to the 

question and answer session. The first question is about the scientific dating of mural paintings.

“You pointed out that it is almost impossible to have the accurate date by using scientific dating 

system, and that one of the reason could be the contamination on the surface of the samples.

However, isn’t it possible to remove the surface little by little, and then apply carbon-14 to each 

layer? It seems to me that the earliest date among the results can be the right one. Besides, could you 

tell us why scientific dating method fails to show the exact dating? Is it because of the dating system 

itself, or the sampling procedures, or little amount of samples available?”

Russell-Smith Well, I am not qualified to answer the second question, whether it’s the carbon-14

system, it’s maybe Nakagawara-san and her project had something to say, because I just got the 

news (about their results). I have been at the museum for 4 years, and we have only had very few 

wall paintings dated in that short period. And they had to concentrate on dating fragments from cave 

8 in Kizil because that was the focus of the project in the museum led by the conservator, Toralf 

Gabsch. All I can say is that I can see that there is a problem with the results, and this was talked 

about yesterday as well. Maybe, it would be interesting to discuss with some scientists why this is 

the case. Of course, I would love it if I could say that we can get samples dated and then get all the 

answers. But, it seems very unlikely to me. Even though Marianne Yaldiz said that for her dating, 

they took the wall paintings out of the plaster which is very thick in Berlin, and they took samples 

from the back, so this straw should not have been contaminated. But her results are very strange as 

well in some cases. There must be a reason for this. At the moment, I don’t see a very simple answer 

to this question.

Irisawa The next question is from Ms. Satomi Hiyama. She would like to know further details 

about the artisan’s hierarchy and work division in Turfan.

Russell-Smith I don’t think that there is such an extensive material like in Dunhuang Sarah Fraser 

could work with a large number of manuscripts. In “Performing the Visual” she was able to show a 

development from an earlier stage. We talked yesterday about payments, and she said also earlier 

there was payment in kind in Dunhuang, and later there was a hierarchy, very well organized 

workshops in the tenth century, and then they used money. But, I think with the Uyghur documents, 

it is not possible at the moment to have a similar study in great detail. So I feel that, at the moment, 

we can only hope to have very small glimpses like the stencils I showed which are also not that very 

known I think. Now, Sarah Fraser is in Germany, I hope that maybe we will work on something like 
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this regarding workshop practices as she is coming in December to museum with her students again.

Irisawa Since we are running out of time, we will leave the remaining questions for the round 

table discussion. Thank you very much, Dr. Russell-Smith.
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Historical Significance of Bezeklik cave 20 in the Uyghur Buddhism

KITSUDO Koichi
(Lecture, Ryukoku University)

0. The Purpose of This Paper

The Bezeklik is one of the foremost Buddhist temples, which had been constructed since 5th

century and already had nearly five hundreds years’ history until the end of 9th century when the 
Uyghurs penetrated into Turfan basin. ‘Bezeklik’ means ‘the place with pictures’ or ‘decorated place’
in modern Uyghur. Probably it was named by local habitants after the abundance of the cave. From 
historical point of view, Bezeklik was called as Nišüng or Lišüng accordant with Chinese 
pronunciation of Ningrong which is attested in Chinese manuscripts from Turfan (MATSUI
2011).

Around the beginning of the 20th century, the expeditions dispatched from Preussen, Japan, 
England and Russia excavated there and brought the wall paintings back to their own countries. As 
the result so-called Pra idhi scenes of Cave 15 (Grünwedel’s Cave 4) were cut into the pieces of the 
puzzle.

In 2003 on the occasion of the 100 year anniversary of Otani expedition, the project team of
Ryukoku University directed by late professor K. Kudara reconstructed two Pra idhi scenes on the 
ceramic. Succeeding to his will, Professor Y. Okada and Professor T. Irisawa made the digitized 3D 
image of Cave 15 for the TV program. Now the full scale model of the corridor is exhibited in 
Ryukoku museum.

The date of Cave 20, the main theme of this paper, is set around eleventh to twelfth century. On 
the basis of the inscriptions, H. Lüders and S. Murakami suggested the 
theme of paintings has relationship with the da tradition. On the other hand, in his 
iconographical study on the Dunhuang paintings, E. Matsumoto pointed out that the 
thousand-armed and thousand-eyed (hereafter the thousand-

rava a painted on the wall of the inner cella show the esoteric features, especially Chinese 
tradition. The purpose of this paper is to explore the historical background of this cave where the 
paintings reflecting two different Buddhist schools coexisted in the Uyghur period. First I would like 
to give the overview to the Pra idi scenes according to
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the previous studies and then explore the portraits of the Buddhist monks painted on wall of the 
corridor, which give another important clue to understand the character of this cave.

1. The central theme of the cave 20

First I would like to show the composition of Cave 20 (fig.1). This cave is mainly constructed 
of an inner cella and a corridor surrounding the inner cella. In addition, there are two small 
chambers on southern and western part of this cave. Inside of the inner cella there are the description 

vara to the back wall a to the side walls and the figures of the Uyghur 
male and female donors inside wall of the entrance. A. von Le Coq reported that there remained 
only the pedestal in the inner cella, on which statue of the eleven-headed or the thousand-armed 

vara might be originally installed. On the wall of corridor there are fifteen Pra idhi scenes 
and the figure of twelve monks. In the side chamber there are depictions of the Furthermore 
on the western part a small chamber is attached between the Pra i hi scene 7 and 8. According to 
Leidy (2001), another thousand-armed depiction was painted on the back wall of this 
cella.

We could find same features with cave 20 in some temples in Turfan area. A. Grünwedel 

have same structure and depictions (Grünwedel 1909, pp. 132-134). This type of temple was 
very popular at certain period in West Uyghur kingdom. In following we will explore only Cave 20 
because of its much better condition than others. However this paper does not deal with the 
chambers of Cave 20, which could not be seen in other temples.

Concerning to the mural paintings of the inner cella, E. Matsumoto identified the depiction (fig. 
2) on the back wall, which remains only under part of the painting, with the thousand-armed 

his attendants in comparison to the Dunhuang banners, especially a banner (no. 
17659) in Musée Guimet. According to Matsumoto, in the center of the under part, there are two 
N ga kings intertwining around the tree-like stilt of the pedestal. They are Nanda and Upananda. To 
their both sides, there are Vasu, to the right side, attended by a young boy and Ma , to the left 
side, attended by a lady’s maid. On the both margins of this scene, there are blue-faced Kundali
attended by the elephant-headed Gunapati to the right side and the Ucch ma attended by 
boar-headed creature to the left side. On the remaining upper part of this scene, in spite of its
damaged condition, we could see the king of Garu a or golden peacock
bull. Regrettably there is no trace of the thousand- vara except only a part of the 
lotus pedestal.    

Pictorial materials of the thousand- vara were found not only on the murals but 
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also paintings on the silks, banners excavated from ruins of the temple. Recently a well-preserved 
painting on silk in the collection of Russia was published in The Caves of one Thousand Buddhas: 
Russian Expedition on the Silk Road (fig. 3). This painting which shows different composition from 
so far identified materials is to be researched in details by the art historians. In addition, I could find 
another pictorial material. In 2006, NHK introduced an old film shooting the Pra idhi scenes in the 
Ethnology Museum in Berlin before the World War II. A mural exhibited next to a Pra idhi scene, 
probably the depiction of Buddha Sunetra’s prophecy, looks like a sitting thousand-armed 

(fig. 6). This mural lacks the archaeological information because it has not been 
published in the reports or catalogues. Given the exhibit arrangement of the murals in this film, it is 
likely that this mural had connection with a small back chamber of Cave 20. Matsumoto pointed out
that the images of the thousand- Turfan have both sitting and standing 
type.

Besides the paintings, there are faint traces of the wooden statue. On my visit to Museum of 
Asian Art in Berlin in 2012, I was given a chance to investigate Uyghur manuscripts from Central 
Asia. In the storage of the Museum so many wooden pieces in the display case attracted my 
attention. These wooden materials are catalogued in the Art of Central Asia (With Special Reference 
to Objects from the Northern Silk Route) 1977 edited by Chhayya Bhattacarya. Among these there 
are a small bow (catalogue no. 321), a small axe (catalogue no. 325) and a right hand holding a disc
(catalogue no. 122). As to the first two materials, the editor of the catalogue explains that these are 
the toys for the child. Comparing with the Bodhisattva’s items explained in the manuals of the 
esoteric Buddhism, however, these three materials are likely to be the item belonging to the 
thousand- is a representation of the sun on which a 
black bird is drawn. The bow and axe are depicted in the manual for ritual ceremony of 

(Taisho no. 1064, vol. 20) translated into Chinese by Amoghavajra (705-774). 
Interestingly Uyghur manuscripts of this manual with beautiful colored pictorial representations are 
also preserved in this Museum. These Uyghur manuscripts are to be edited by G. Kara and P. Zieme. 
If my assumption is correct, these are the first attested wooden statue of the thousand-armed 

, which will be important clue to imagine the appearance of the statue enshrined in 
the center of the inner cella. Here I would like to express my sincere gratitude to Dr. Lilla 
Russll-Smith who kindly allowed me to access these precious materials.

Then let us see the scenes depicted on the side walls (the south and north wall) of the inner 
cella. a riding a white horse above the clouds 
surrounded by his attendants (fig. 4). But we can see only the white horse without the rider. The 
similar scene could be seen in ‘ a’ in a silk painting from Dunhuang. A 
dog-like mongoose following the white horse and a scribe suggest that this scene represents a legend 
of the a as the guardian of the north reflecting a story in the manual to honor the 
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a (Taisho no. 1249, vol. 21) a attacked 
by the five countries with the help of the mongooses in 742. The scene on the north wall represents 
the hunting of a Garuda (fig. 5) as observed by A. Grünwedel. On the center of this scene, there 
appears a bowman and a mongoose aiming at a Garuda. This motif is also similar to ‘the marching 

a’ of the silk painting from Dunhuang. 
The depictions of these cult image and legendary scenes are influenced by the Chinese arts and 

the texts, especially from Dunhuang. Accordingly the thousand- cult spread 
among West Uyghur kingdom. Two Chinese texts concerning to the thousand-
(Taisho no. 1060 and no. 1057 a and b, vol. 20) were translated into the Uyghur by Šingqo Šäli 
Tutung who was an eminent translator from Beš Balïq in the late tenth to the early eleventh century.
Besides the Biography of Xuanzang (Taisho no. 2053, vol.
50), Suvar (Taisho no. 665, vol. 16). It is well known that the latter played an
important role as state guarding
supposed that the mural theme in the inner cella of Cave 20 and the works of Šingqo Šäli Tutung
had any relationship in this point.

Then I would like to give brief explanation to the origin of the Pra idhi scenes on the wall of 
corridor. inscription is written in a cartouche. The character 
is classified into the North Turkestan type. H. Lüders (1913) suggested the motives of the Pra idhi 

, because the arrangement of the scenes and the 
contents of inscriptions almost accord with the order of the Buddhas, who appear in the three spans 
of the immeasurable time, depicted in the . Following this opinion, Huber could find 

ater Murakami identified five 
inscriptions with the verses from the Vai ajyavastu Given the fact 
that the Sanskrit and Tocharian A/B manuscripts 

accordingly assume that the 
Pra idhi scenes in Bezeklik int of 
view, Dr. Ines Konzcak demonstrated that the origin of the Pra idhi scenes in Bezeklik could be 
traced back to the Tocharian depictions in this symposium. Therefore we may conclude that the 
Pra idhi scenes in Bezeklik are the reflection of Tocharian Buddhism.

As shown above, the mural paintings of Cave 20 equipped two types of motives. One is 
Chinese esoteric Buddhism and the other is the Tocharian Buddhism, namely . Besides,
there are other caves with the mural paintings with mixed composition like Cave 20. For example 
Bezeklik Cave 18 (Grünwedel’s cave 8) situated next to Cave 20 reconstructed several times finally 
equipped itigarbha and the Pra idhi scene 
(RUSSELL-SMITH 2005, MORIYASU 2007). 

Why did such a mixed composition apply to one temple? In the following we will see the 
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general history of the Uyghur Buddhism at early stage for our understanding this problem.

2. Two main streams of the Uyghur Buddhism 

The Uyghurs who settled in Tianshan mountain range converted from the Manichaean to the 
Buddhism around the late tenth century at latest. At that time various type of the Buddhism already 
flourished and had rooted in Turfan region. What kind of Buddhism did they acculturate at first? As 
to this problem, there are two hypotheses. One is so-called Sogdian hypothesis which places 
importance on the loanwords from Sogdian among the fundamental Buddhist terms and the other is 
so-called Tocharian hypothesis which values on the influence from Tocharian Buddhism. While 
some Uyghur Buddhist texts confess their Tocharian origin, no Uyghur Buddhist text translated 
from the Sogdian text has been found so far. If any it was not consistent influence. Therefore I 
suppose that the Tocharian hypothesis is probable to date.

, Maitrisimit nom bitig (Skt. aka) in the Old 
Uyghur are the first products translated from Tocharian texts. According to the colophon of 
Maitrisimit nom bitig, aka was first translated from the Indian into the Tocharian 
A, thence into the Old Uyghur. Besides these, Ara and an unidentified commentary also 
translated from the Tocharian. On the faith of the Uyghur Buddhists, the Tocharian influence could 
be traced. For example Maitreya cult was very popular among the Uyghurs. At early stage the 
Uyghurs had faith on the future Buddha Maitreya who will descend from the Tu i a heaven. This is 
one of the main themes of the Maitrisimit nom bitig. So-called stake inscriptions which were driven 
into the ground as the fundamental pillar to build a temple express the same faith. Recently Uyghur 
gross written between lines of the Sanskrit or Tocharian Buddhist manuscripts suggest that the 
Uyghur Buddhists could read the Sanskrit and Tocharian texts directly (MAUE 2009, 2011). 
Vinaya, Abhidharma and aka are identified as such. Furthermore from the 
linguistic point of view, M. Shogaito showed that the most of the Buddhist terms in Old Uyghur 
were borrowed from the Tocharian terms which go back to the Sanskrit (SHOGAITO 1978).

On the other hand, the Chinese Buddhism had rooted in Turfan region before the immigration 
of the Uyghurs. Therefore it was natural that the Uyghurs had a contact with Chinese Buddhism and 
accepted it as well as Tocharian Buddhism. For example Tiandi Bayang Shenzhou Jing

which was not written in India but in Chinese is the representative work. The oldest 
manuscript now preserved in British Library dated in 10th century. Interestingly London manuscript 
preserves Manichaean expression or thought which shows the transmitting period of their 
conversion into the Buddhism (ODA 2010). The quantity of the manuscripts tells that this scripture 
obtained many followers for a long time. It is precious materials to understand the preference of the 
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Uyghurs and the changes on their language. In addition the influence from Dunhuang Buddhism 
should not be overlooked. The and the Hymn to the Five Mountains in Old 
Uyghur, which were very popular among the laymen in Dunhuang, shows the relationship between 
Turfan and Dunhuang Buddhism.

The studies on the Uyghur texts proved that the Uyghur Buddhism at their blooming period 
was influenced by both Tocharian and Chinese Buddhism. The murals in the Bezeklik cave 20 
mirror such historical situation of the Uyghur Buddhism. Thereafter as Tocharian Buddhism went to 
decline, Chinese Buddhism increased its influence on Uyghur Buddhism.

3. Portraits of the Monks

Again let us examine the mural painting of the Bezeklik Cave 20. The portraits of twelve 
monks with inscriptions inside the cartouche remain on the side walls at entrance (c, d) and exit (a, 
b) of the corridor. Three monks are depicted on each scene. Only the portraits on the wall (a) and (b) 
were published in the Chotscho edited by A. von Le Coq. As to the others, Le Coq published only 
the texts of the inscriptions and the translations.

Kudara (1994) regarded three monks depicted on the wall (a) as ‘East Asian Monks’. Their 
names in the cartouche are written in both Chinese and Old Uyghur. Chinese characters are written 
vertically, however the lines go from left to right in accordance with the writing manner of the 
Uyghur. It is obvious that their costumes differentiate from those of the monks on the wall (b). The 
text of the inscriptions read:

Inscriptions of the wall (a) (fig.7)
1. vapgui tutung bäg-ning ïduq körki bo ärür

This is the portrait of the venerable Fahui Tutung.
2. singui tutung bäg-ning ïduq körki bo ärür

This is the portrait of the venerable Jinhui Tutung.
3. -ning ïduq körki bo ärür

This is the portrait of the venerable Zhitong Tutung.

Each monk bears an Uyghur title Tutung which corresponds to Chinese Doutong .
According to J. Hamilton, Doutong originally came from a Buddhist title Dousengtong
whose function was to control the monks belonging to the Buddhist temples in Dunhuang from 
9th to10th century. In the West Uyghur Kingdom, the title became to designate a high rank monk and 
was appointed by the king of the kingdom (MORIYASU 2007). Later it became more popular title 
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among Buddhists monks, the married clergy and the lay followers (ODA 1980).   
Who are these three monks, Fahui, Jinhui and Zhitong? T. Moriyasu identified Zhitong (Uyg. 

thousand- (Taisho no. 1057, vol. 20).
The Biography of Eminent Monks in Song Dynasty (Taisho no. 2061, Vol. 50, p. 719) 
briefly deals with Zhitong. He was active in the early period of Tang dynasty. As stated above, the 
thousand-
was well known among Uyghur Buddhist community. As for the reason why the portrait of Zhitong 
was depicted in cave 20, Kudara recognized in particular connection with the central image of this 
cave.

Furthermore Kudara suggested that Fahui is likely to be the same person with a monk Fahui 
whose biography is described in the abridged copy of the Biography of Eminent Monks .
Fahui who was a native of Turfan studied the the vinaya . After that once he 
came back to Turfan, l named by Feng’s advice and studied 
under the Master Zhiyue of the Suvar apu pa temple . Zhiyue compelled Fahui to 
drink the wine. As soon as he was going to kill himself from guilty conscience, he attained the third 
result (Skt. -phala). We may conclude that Fahui was a legendary monk, who conveyed the 
Tocharian Buddhism into Turfan, in the Uyghur period. 

As for Jinhui, we could not find appropriate person in the inherited historical texts so far. It is 
likely that he was also the monk who had strong connection with Turfan Buddhism. But it is
unnecessary to assume that he was a Chinese monk, because later there were many Uyghur monks 
or lay followers bearing Chinese name. That is reason why Kudara did not express these three 
monks as ‘Chinese monks’ but ‘East Asian monks’.

Thus while the analysis on ‘East Asian monks’ has been developed step by step, the study on 
the other nine monks who bear Indian names has been scarcely executed. For that reason, there are 
not identical persons in any materials. Although I could not offer the solution for this problem, I 
would like to demonstrate a new interpretation of the inscription for the guidance. The names of 
nine monks are written in the At first let 
us see the text and the translation of the inscription.

Inscriptions of the wall (d) 
1. bhadanta gurur- itasya bimbo 'ya

This is the portrait of great venerable teacher Mhendrarak ita.
2. gurur- ]

Th
3. gurur- yabha[          bimbo 'yam]

[This is the portrait of] venerable teacher Pu yabha///.
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Inscriptions of the wall (b) (figure8)
1. gurur-

2. gurur- itasya bimbo 'ya
This is the portrait of venerable teacher ita.

3. gurur- agotra- -senasya bimbo 'ya
This is the portrait of venerable teacher Go ago

Inscriptions of the wall (c)
1. gurur- mbo 'ya

2. gurur- mok bimbo 'ya
This is the portrait of venerable teacher Mok

3. sa yata u sarvagu -haima-mudra-satya-
-

, who 

To date we can see only the inscription (d). The others are due to the text provided by W. 
Siegling in the Chotscho.

The founder, A. von Le Qoq regarded all of them as Indian origin. Murakami does not identify 
definitely, but call them Indian-like monks. On the other hand A. von Gabain thought that they are 
Tocharian monks (Gabain 1961, p.55). According to Moriyasu’s opinion, admitting Gabain’s 
comment, furthermore taking into account that the origin of the Tocharian Buddhism goes back to
the Indian Buddhism, the Indian possibility also should not be excluded. In following I would like to 
examine this problem from the inscriptions.

The point of focus to be examined here is the title gurur- ‘venerable teacher’ given to all 
monks. Murakami comments on this title: “The gurur- seems to be anacoluthon compound. 
To be exact, ‘ ’ is expected. Here I translate this compound as venerable teacher, but 

rya mean a title of the teacher” (MURAKAMI 1984, p.71).
Comparing the Sanskrit inscription with the Uyghur one on wall (a), we realize these 

inscriptions have same the syntax.

    Uyg. vapgui tutung bäg-ning ïduq körki bo ärür
proper name title        sacred portrait this is
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    Skt. gurur- suryavarmasya      bimbo          'ya
title proper name portrait     this 

This Uyghur inscription is the popular expression for the designation of the donor figure. 
Therefore it is probable that this Sanskrit inscription was composed in concordance with the syntax 
of the Uyghur text probably by the Uyghur Buddhist monk. Accordingly, despite of the difference of 
the word order between the title and the proper name, it is no doubt that the title ‘tutung bäg’
corresponds to the ‘gurur- in Sanskrit. In other words, the ‘gurur- ’ does not mean 
merely the ‘venerable teacher’, but means the very high rank title equal with ‘tutung’ There have not 
been attempt to place the title ‘gurur- ’ in the history of the Uyghur Buddhism.    

Moriyasu (2007) gives us the clue to understand the origin of the ‘gurur- ’. In this article 
Moriyasu demonstrates that the Uyghur Buddhism developed on the ground of both the Tocharian 
Buddhism and the Chinese Buddhism and pointed out that the West Uyghur kingdom appointed the 
representative monks of the Chinese and the Tocharian Buddhism as the ‘tutung’ and the ‘k(e)ši 

ari’ respectively. This ‘tutung’ is the same term with that of the Bezeklik inscription. On the other 
hand is a compound word. ‘k(e)ši’ is a loan word from Tocharian A/ B kä

Both . In the most Tocharian texts, kä i
is used for the epithet of the Buddha.

The Uyghur manuscripts testify to the fact that the monks with the title ‘k(e) engaged in 
various Buddhist activities. Maitrisimit nom bitig
from Indian into Tocharian, the Tocharian monks listed in the Stake inscription and monks described 
in Uyghur secular documents, all of them bear this title. To apply the Moriyasu’s opinion to the 
inscriptions of the Bezeklik, I suppose that the gurur- is the calque of the as the
honorific title to the monks of the Tocharian Buddhism. This view does not conflict with the history 
of Uyghur Buddhism [See Postscript]. 

To my knowledge, while such compound expression using kä i and has not been 
attested in Tocharian texts, the Uyghurs prefer the hendiadys expression. Therefore it is highly 
probable that is the product of Uyghur Buddhism.

question, the colophon of the Maitrisimit nom bitig is of some help. 

I shall venerate the teachers named by Karu ghabhadra and Manoratha who 
made a great merit to the teaching and heavenly god Buddha 
entered a.
And I shall venerate the Bodhisattva- - , Godhika

ceta and a who wrote many books.
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And I shall worship Buddharak ita, Sarvarak ita and ita who became the teacher in
the country of the Four Küsän. 
Further I shall worship former teachers in the country of the Three Solmï named by

, . (Geng and Klimkeit 1998, pp. 52-53)

As the roots of their faith, Uyghur Buddhists who made copy of this manuscript pay their 
wors ika and also Tocharian eminent 
Buddhist monks. ryacandra in the last line is the same person with the translator of the 
Maitrisimit nom bitig.

Analyzing all circumstantial evidences, it is reasonable to assume that the nine monks consist 
of da-school, but also Tocharian monks who 
much influenced to the Uyghur Buddhism. To be precise, it is not clear whether they were pure 
Tocharian natives, because they must have been mixed with the Uyghurs by degrees. Further 
important point is -school of the Tocharian 
Buddhism. It seems that the title ‘gurur- suggests this fact. Or it is probable that they are the 

, because their names are not 
identified with any Indian philosophers. 

In fact the costumes of the monks on the wall (b) resemble to those of the monks depicted in 
the Šikšin (fig. 9). In the Uyghur secular document U 5304 the name of is 
attested. If we reconstruct this name into the Sanskrit, it should be gurur- yabhadra.
Moriyasu (2007) dates this manuscript between tenth to eleventh centuries judging from its
semi-cursive script. Therefore it is possible that is the same person with 
gurur- yabha[  ] in Cave 20. 

It is difficult to identify all nine monks in the inherited texts. On the ground of my opinion
stated above, the information to identify probably remains in the Tocharian, the Sanskrit and the 

I hope that 
the specialists of each language would approach to this problem. 

4. Concluding Remarks

Kudara (1994) concludes that the Bezeklik Cave 20 is the monument decorated by the portraits 
of eminent monks who played an important role on the Silk Road and assimilating various Buddhist 
sects in it. Murakami gave a Japanese title “The Buddhism on the Western Region” to his book in 
which he analyzed the Pra idhi scenes in Bezeklik (English title is “The Prani hi Scenes of the 
Cave Temples at Bezeklik in Chinese Turkestan”). These evaluations point out the fact that the
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Uyghur Buddhism had the multiple aspects. Furthermore I would like to suggest that such multiple 
aspects reflect the historical situation that the Tocharian and Uyghur Buddhism were close to being 
balance in the eleventh to twelfth centuries. As the number of the Tocharian speaker decreased, 
Chinese Buddhism increased their influences on the Uyghurs. Under such situation, the scene of the 

idhi scenes came into existence and the Tocharian/ Indian monks and 
the East Asian monks were portrayed in one temple. There is little doubt but that the Uyghur nobles 
had active intension and involvement to build this temple. As to this point, we expect further study 
on the colophon, secular documents or various inscriptions written on the wall of the grotto. 

Postscript

In the discussion, Professor F. Enomoto (Osaka University) gave me an important suggestion 
on the interpretation of the Sanskrit inscription. According to him, it is possible that gurur is an 
adjective modifying bimbo ‘image’. In this case, gurur may correspond to ïduq ‘sacred’ in Uyghur 
inscription. Here I would like to express my sincere gratitude to Professor Enomoto for providing 
me a future task.

- 151 -





20

5 500

Bezeklik

Nižüng Lišüng 2011

20

15 4

2003

100

15 9

15

20 11 12

20 fig. 1 20

- 153 -



15 12

Leidy

20

15 Klementz No. 1

GRÜNWEDEL 1909, pp. 132-134

20 20

15

fig. 1 32 MG17659

fig. 2

fig. 3 20

2006

2

20 1

fig. 6

20

2012 9

Chhayya Bhattacarya Art of Central Asia

(With Special Reference to Objects from the Northern Silk Route) 1977

- 154 -



20

Lilla 

Russell-Smith

1 31 33

fig. 4

1937

fig. 5

10

11 Šingqo Šäli Tutung

15

Lüders

LÜDERS 1913

5

A B

20

20 18

- 155 -



8 RUSSELL-SMITH 2006

2007

20

10

Maitrisimit nom bitig < Skt.

Maitreyasamiti aka mapath

änätkäk tili A toxrï tili

MAUE 2009, 2011

Säkiz Yükmäk Yaruq

10

- 156 -



20

2010

20

20

c b a b

12 Chotscho a b

a ‘ ’

b

a fig. 7

1. vapgui tutung bäg-ning ïduq körki bo ärür

2. singui tutung bäg-ning ïduq körki bo ärür

3. tutung bäg-ning ïduq körki bo ärür

tutung

9 10

10

1980

- 157 -



no. 1057, vol.

20

10

20

499 501

20

‘ ’ ‘

’

‘ ’

d

1. bhadanta gurur- mahendrarak itasya bimbo 'ya

2. gurur- bimbo 'ya[ ]

3. gurur- pu yabha[          bimbo 'yam]

b fig. 8

1. gurur- suryavarmasya bimbo 'ya

- 158 -



20

2. gurur- itasya bimbo 'ya

3. gurur- gho agotra-jñ -senasya bimbo 'ya

c

1. gurur-

2. gurur- mok bimbo 'ya

3. sa u sarvagu -haima-mudra-satya- -jñ

b W.

Tocharische

buddhistiche Mönche GABAIN 1961, p.55

gurur- gurur- -

guru

1984, p. 71

guru- -

- 159 -



    Uyg. vapgui tutung bäg-ning ïduq körki bo ärür

+

    Skt. gurur- suryavarmasya         bimbo       'ya

tutung bäg gurur-

gurur-

gurur-

gurur-

8 18

10 tutung

A/B kä i

k(e)ši

kä i

1019

gurur-

kä i

hendiadys

20 9

- 160 -



20

Karu Sa ghabhadra Gu aprabha Manoratha

Skandhila - (?) Godhika ceta

a

4 Küsän

Buddharak ita Sarvarak ita ita

3 Solmï (?)

Bhogadatta ryacandra Geng and Klimkeit 1988, pp. 52-53

20 9

9

gurur-

9

(b) 3

fig. 9 U 5304 ]

gurur- pu yabhadra

10 11 (d)

gurur- yabha[     ]

9 9

- 161 -



20

20 11 12

20

11 12

‘ ’ ‘ ’

20

gurur- gurur bimbo

ïduq körki

- 162 -



20

EBERT, Jorinde 

----- (1987) A Silk Painting of thousand-armed Guanyin from 

Bäzäklik , 263-276

GABAIN, Annemarie von

----- (1961) Das uigurische Königreich von Chotscho 850-1250, In: Sitzungsberichte der deutschen 

Akademie der Wissenschaften zu Berlin 1961-Nr 5, 81p. + 42 figs.

GENG Shimin and KLIMKEIT, Hans-Johachim

----- (1988) Das zusammentreffen mit Maitreya, Die ersten fünf Kapital der Hami-Version der Maitrisimit, 

Wiesbaden.

GRÜNWEDEL, Albert

----- (1909) Bericht über archäologische Arbeiten in Idikutschari und Umgebung im Winter 1902-1903.

München.

KUDARA, Kogi 

----- (1994) 9

1-6

LEIDY, Denise Patry

----- (2001) Bezeklik Temple 20 and Early Esoteric Buddhism, Silk Road Art and Archaeology 7,

Kamakura, 201-222.

LE COQ, Albert von

----- (1913) Chotscho. Facsimile-Wiedergabe der Wichtigeren Funde der ersten Königlich Preussischen 

Turfan-Expedition nach Turfan in Ost-Turkistan, Berlin.

LÜDERS, Heinrich

----- (1913) Die Pra idhibilder in neunten Tempel von Bäzäklik, Sitzungsberichte der Königreich 

preussischen Akademie der Wissenschaften. 864-884. Repr. in: Philogica Indica, Göttingen 1940.

MATSUI, Dai 

---- (2011) XXVI, 

141-176

MATSUMOTO Eiichi 

----- (1937) 

MAUE, Dieter

----- (2009) - -Handschriften, Acta Orientalia 

Academiae Scientiarum Hungaricae, vol. 62-1, 1-36.

- 163 -



----- (2011) - -Handschriften Teil II, Acta Orientalia 

Academiae Scientiarum Hungaricae, vol. 63-3, 319-361.

MORIYASU Takao 

----- (1985) P. t. 1292

1-85

----- (1989) 98-4 1-35

----- (2007) 8

18 1-45

MURAKAMI Shinkan 

----- (1984) The Prani hi Scenes of the Cave Temples at Bezeklik 

in Chinese Turkestan ,

ODA Juten

----- (1980) 46 1 57-86

----- (2010)

RUSSELL-SMITH, Lilla

----- (2005) Uygur Patronage in Dunhuang, Leiden/ Boston.

SHOGAITO Masahiro

----- (1978) ‘ ’

15 79-110

- 164 -



20

Fig. 1 20 1984

                     

Fig. 2 20 Chotscho

- 165 -



Fig. 3

The Caves of one Thousand Buddhas: Russian Expedition on the Silk Road

Fig. 4 20 Chotscho

- 166 -



20

Fig. 5 20 Chotscho

Fig. 6 NHK 2

- 167 -



Fig. 7 Fig. 8

Chotscho Chotscho

Fig. 9 Ming-Öi

Wall Paintings from Ancient Shrines in Central Asia

- 168 -



Question and Answer Session

Question and Answer Session

Irisawa Thank you. I would like to introduce first question for Mr. Kitsudo. This is from Professor 

Fumio Enomoto from Osaka University. “It sounded like that Pra idhi scenes particularly took the 

expressions from 

evidence? In contrast, Sanskrit manuscript of was found near Gilgit valley 

inaya”.

Kitsudo

relationship each other. But the coexistence of Tocharian and Chinese Buddhism reflects the 

historical situation of Uyghur Buddhism. It is our future task to examine whether the Pranidhi and 

the esoteric Buddhism philosophically amalgamate or not.

Irisawa . Is there any possibility 

this compound could be guru-r carya, instead of gurur- carya?

Enomoto I mean the word ‘gurura’ which is ‘guru’ with ‘ra’ suffix. I guess that the word ‘gurura’ 

does not appear in the dictionary but might possibly have been formed, because, for example, there 

is the word ‘madhura’ which is ‘madhu’ with ‘ra’ suffix.

Irisawa Just possibility.

Enomoto Yes, I mean only a possibility. Please just think about the possibility, if you could do.

Another possibility is that the word ‘gurur’ does not qualify ‘ carya’, but ‘bimbo’. ‘Gurur bimbo’   

could mean ‘a venerable image’, which accords with the Uygur ‘a noble image’ without the difficult 

supposition of the unattested word ‘gurura’.

Kitsudo It is very important suggestion. Thank you very much.

Irisawa We should discuss about the receptivity of Sanskrit again at another time. Professor 

Zieme mentioned us that there is one example for kši .

Zieme I did not fully understand what you said, but probably you meant that there is the sequence 

of kši . But, there is one example where it is the same as in the Tocharian, also in Uyghur, one 

Kitsudo Thank you.

Irisawa There are twenty monks in Cave #20 and three of them are Chinese monks. Professor 

Moriyasu identified Zhitong and Professor Kudara identified Fahui , however Jinhui

have remained unidentified. You said earlier that his name was attested but the date did not seem to 

match completely to his time. I would like to hear about the detail.
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Kitsudo The monk Jinhui was attested in a secular document in old Uyghur, which could be dated 

to Mongolian period. Probably they are different person, because there is long gap of time between 

Jinhui depicted in the Uyghur manuscript and Bezeklik inscription. Other two monks with Chinese 

name have been already identified with historical monks. But there left a possibility that they were 

contemporary monks with the period of Bezeklik cave. Furthermore it is very strange that no 

eminent Indian philosophers have been attested among monks with Brahmi inscription depicted in 

Bezeklik cave 20. I suppose that they were not legendary monks, but active in the Uyghur period. 

Irisawa Thank you. I would like to conclude the session for Mr. Kitsudo. Thank you again, Mr.

Kitsudo.
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RRound Table Discussion  

Irisawa We would like to proceed to the general discussion now. We already received some 

questions from the floor. Perhaps we should start with the question about (Shih-wang Ching

) for Dr. Zieme who made a presentation earlier today. He prepared thoroughly for 

, but he had to leave the most parts out due to time constraints. Actually he visited the 

Ryukoku Museum yesterday, and looked to be pleased

saying merrily tha essor 

Yutaka Yoshida. He would like to ask you about the artistic relationship between in 

Dunhuang and Uyghur.

Zieme Thank you for the question. I started to study the relationship between the in 

Dunhuang and Turfan, so far what I can say, is that there is a strong relationship. If we have 

corresponding text, it was translated words by words, so it is really a very good translation. But in 

some cases, we have text – Uyghur text which is not found in the , the Chinese Shih-wang 

Ching. So I still wonder whether there was another version which is unknown or whether the 

Uyghurs added something or whether it is possibly from an unknown commentary. I’m not aware of 

commentaries in Chinese to the . But when we regard the pictures, there are very vivid 

pictures in Dunhuang already. But the Uyghur pictures still more modify, so they show very nice 

figures and beautiful faces, so I think that, I remember one scene, especially one scene where the 

demons are drawing the sinful girl by her hair. But, the Uyghur painter was not happy about this 

event. It’s my belief, so he touched his hair very carefully, not as in the Chinese picture - painfully. 

But, on the Uyghur picture the demon even touched her hair smoothly. There is a strong relationship. 

Maybe, one of the best examples, because we have many pictures from Dunhuang and many 

pictures from the Uyghur version, I believe nearly 100 pieces. Simone Raschmann has recently 

published an article about the joint fragments of Berlin and Petersburg collections. There is also one 

piece in the Nakamura Fusetsu collection and also some pieces in Tenri, so it is 

widespread.  At that time, it was one of the precious books. To compare or to join the pieces, the 

Dunhuang texts or the Dunhuang books are of great help. But, as shown, by Lilla Russell-Smith, too, 

in case of some very small pieces it is difficult. It’s the future project of Simone Raschmann, and I 

hope that one day we will have a nice exhibition perhaps, too. Thank you for attention.

Irisawa Thank you very much. Now let’s hear another opinion from Dr. Russell-Smith about the 

Russell-Smith please.

Russell-Smith I can only say how much we hope to see the results of Professor Zieme’s and 

Simone Raschmann’s research, because it’s very important and otherwise it would be interesting to 
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have pictures to compare the similarities, but as we can’t do that I think that would be too far 

reaching.

Zieme I could show, but it’s another topic.

Irisawa Thank you very much. Next question is also for Dr. Zieme. This is about the part, “I, 

Pu yasena venerate the Exalted Buddha,” which we discussed earlier, The Uyghur Sanskrit does not 

follow the standard Sanskrit grammar. This question is from Dr. Enomoto. What do you think of the 

Uyghur’s case which does not follow the standard Sanskrit grammar?

Zieme Thank you for this question. This is, of course, a very important issue because, of course, 

from the Uyghur side we are well aware of the Sanskrit of better to say Indian origin Buddhism. But 

in the early period, which is astonishing, just in the early period, we have only pure translations,

either from Tokharian or from Chinese. But later on, in the beginning, perhaps in the 11th century 

and mainly in the Mongol period, we have real translations from Sanskrit. We know, for example, he 

Uyghur poet Anzang who lived in the thirteenth century. It exists a biography in which it is 

mentioned that Anzang knew Sanskrit, Tibetan, Mongol and Uyghur. At that period, Sanskrit was 

very well known. But, I know of one piece in St. Petersburg, which is very interesting in this context. 

Unfortunately, it is still unpublished, but it is said of another translator whose name is Vapso or 

Fazang – in Japanese. It is said in this text: and he translated first from Sanskrit into 

Chinese and then from Chinese into Uyghur, if I remember correctly. He even changed his name. 

There was a very deep interest in Sanskrit.

There are also other items which should be mentioned in this context. There’s, for example, one 

bilingual text which is a poem written in Sanskrit and in Uyghur, but it is totally written by an 

Uyghur because he uses, for the Sanskrit part, he uses the Uyghur way of writing poems. The 

Sanskrit verses are written in the vertical alliteration method. But when he gives himself the 

translation into Uyghur, then he does not use it, so it’s very interesting. But, or Sanskrit it looks a 

little bit strange. The language is, on the other hand, pure Sanskrit.There are many other features, the 

translations, which are a special topic. There are two traditions. One is t

Uyghur. So far, there are a lot of fragments and so far we have not a single one which covers the 

same passage in both the Sanskrit and the Chinese tradition. It’s always again from another part of 

and perhaps we will , perhaps find some overlapping parts so that we can compare how it was 

translated from Sanskrit and how from Chinese.

Enomoto In fact, I have just talked with Professor Karashima about it. The Sanskrit says “I, 

Pu yasena, venerate the Exalted Buddha”, while the Uyghur “I want to become the Buddha”. As for 
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this, I think not that the t ’ are wrong and should be 

interpreted as accusatives, but that the nominatives say ‘I want to become the Buddha’. I mean that 

is wrong. In this way, the Sanskrit well corresponds to the Uyghur.

Irisawa From the context, it means “Therefore I want to become the Buddha”, isn’t it?

Zieme Enomoto-san, I think you mean the inscription published by Dieter Maue?

Enomoto Yes, but I didn’t read the paper. I have never read it.

Zieme I only gave this example to show that it is bilingual: Sanskrit and Uyghur, so Uyghur…

Enomoto Yes, this is a bilingual, so the Sanskrit should correspond to the Uyghur.

Zieme Yes, and the Uyghur sense is: I want to become Buddha, or: I want to be Buddha …

Enomoto In this way, the Sanskrit should mean that I want to become the Buddha. My point is 

appears to be wrong.

Zieme Yes, but it does not appear in the translation.

Enomoto Thank you.

Irisawa Next question is about which we discussed yesterday. This is from Dr. Hiyama 

herself. The question is “Do you have any idea why high ranked people used the bird as the symbol 

for special identity?” Dr. Zieme, please.

Zieme Okay, my last answer. It was only in the last days, I did not read carefully enough the 

complete article by Danielle Eliasberg, I must confess, but it’s the same feature. Eliasberg has 

studied the Dunhuang manuscripts and she argued that it was used by eminent people for marking, 

like a signature. She talks about the birds signature. When I saw this Uyghur fragment, it is very 

similar. Therefore, I wanted to show that because it is a further proof of a strong relationship 

between Dunhuang and Turfan.

Hiyama Thank you very much for your comment. I was very interested on this motif because of 

my research on the birds crown. Yesterday, Ms. Mori suggested to me that there is a depiction of 

birds crown in Bezeklik too. So I wondered whether the motif of birds had a special meaning in 

Uyghur arts, too.

Russell-Smith I believe it’s important to differentiate because I find your research very interesting 

on the Hephthalite influence of the birds, but these are very specific types, and of course the bird 

itself is very important in different periods as well. Yesterday, Professor Zieme was also telling me 

and we were talking about this. Of course, lots of regional headdress is seen all the time. I agree with 

Michiyo Mori, of course. Also, in Uyghur depictions, we cannot see a different headdress type in 

Dunhuang, but it looks very different, so you can always say which one is the Dunhuang type, 

which one is the Uyghur type. Also, I would like to refer to an article by Sören Stark he’s now in 

New York. He wrote in the Journal of Inner Asian Art & Archaeology which I’m editing. He chose 
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very specific examples because he was himself influenced by the research of Dr. Etsuko Kageyama. 

He looked at the nomadic period Uyghur headdress which was excavated in Mongolia and looked at 

this very specific type, but also looked at tomb sculptures from the Tang Dynasty and even looked at 

Buddhist examples. There could be a connection there. This, of course, would be a different, later 

period, I think these links are always very different types. Obviously, it’s going through several 

centuries, so it’s not just the presence of birds, but as you yourself are doing in your research, of 

course, you look at very specific type, very specific forms.

Irisawa Next question is for Dr. Russell-Smith from Aiko Hasimura. She is from Hyogo 

Prefectural museum of History. There was the presentation about the building materials, and she 

would like to ask about the pattern called meander, . This pattern is also appeared in Lotus 

sutra written in gold letters on dark blue papers, “ ”, held at Suzhou Museum, 

which was made in Tang dynasty around tenth century. This also arrived to Japan and drew attention. 

She is asking that is this regional and epochal feature.

Hiyama Could you please tell me, to which example do you mention?

Irisawa Is Ms. Hasimura here? Do you mind telling us which particular item are you talking 

about?

Hashimura That is a building materials,….

Hiyama Do you mean that painted architectural element?

Hashimura Yes, that is one of colored them.

Russell-Smith Thank you very much for your comment. That one is just work has started because 

we put all these wooden objects out in our storage rooms four weeks ago and, of course, I have to 

analyse and research these objects, so it’s really work at the very beginning, but I just wanted to 

share this with you. But, I am aware of the painted elements are very much Chinese or show 

Chinese influences as well, but it is very interesting at first sight already that they are not complete 

copies of Chinese architecture. First of all, there are the ornaments as I showed you very briefly, and 

I am really sorry I had to rush through that part. I wish I could have shown you the photos a bit 

longer. But, for example, with the zigzag pattern, you can see that. Do you mean this zigzag pattern 

or do you mean the…?

Hashimura I think it’s thunder.

Russell-Smith The zigzag – in blacket which in the painting or do you mean the plant motifs?

Hashimura It is quite similar to the plant motif but is still a bit different type. It could 
be a representation of light, and I suppose it symbolizes the birds. I am sorry.

Russell-Smith Yes, I know that that pattern appears in Chinese art as well, but I still find it 

interesting that it is a wooden architectural piece in our collection, and it appears in the Uygur 
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painting from the Hermitage in an architectural setting. But as for the other ornaments, as I showed 

you very briefly, some of it looks exactly like motifs in Bezeklik caves as copied by Le Coq or as 

you can see it in photographs. Yet, other ones look very Chinese, and you couldn’t really see the 

structure very much because it has to be turned upside-down. But basically, we have a bracketing 

system like you have here in East Asia, in Japan, here too in this beautiful temple opposite. This was 

not recognized in the previous publications because, Le Coq was a Turkologist and Grünwedel came 

from Indology and they didn’t recognize these elements as East Asian architecture. I was very 

excited when Professor (Klaas) Ruitenbeek put the reconstruction together very quickly. It only took 

him a very short time to see this bracketing system emerge. But at the same time, he pointed out the 

differences with Chinese architecture –you know the “dou”, which previously in some publications, 

appeared as a lamp stand, photographed the wrong-way up. At the same time, the structure goes into 

a clay wall, so it’s not like here in Japan, where the main structure would be made out of wood, 

supported by a brackeing system, with the wall then being filled in, but it’s clearly like we can see in 

Chotscho that there must have been a clay brick building. What we see is a combination of all these 

influences, and I find this research very, very exciting at this early stage. Thank you for your 

question.

Hashimura Thank you very much.

Irisawa Thank you. I would like to proceed to the questions about Pranidhi for Dr. Konczak and 

Mr. Kitsudo. For Dr. Konczak, I have a question from Dr. Hamada from Waseda University. “Dr. 

Konczak called the pranidhi scene depicted in #20 at Bezeklik as a prophecy depiction. Do you have 

any comment on the relationship between Pranidhi scene depicted in #20 cave and the thousand 

– the cella in the same cave in Bezeklik”.

Konczak Thank you for the question. Of course I was wondering what connection could exist 

between the main image of the 1000-armed in the cella and the depictions of 

prophecies in the corridor. Rega Chotscho, which is of the same floor plan as the 

temples 15 and 20 in Bezeklik and also showed the 1000-armed Avalokite

depictions of prophecies in the corridor Jorinde Ebert suggested that the Buddhists during their 

circumambulation of the cella recited the names of the depicted Buddhas of the past. Furthermore 

she suggested that the Buddhists afterwards made particular vows in front of the cult image in order 

to receive the prophecy of Buddhahood in a future time. I was wondering whether there is any text 

which could prove this suggestion, but I haven’t found any. There is an Uyghur text on the 

confession of sins, the . In this text the names of Buddhas of the past were 

recited, but there is not a single Buddha name which also can be found in inscriptions on the 

depictions of prophecies in Bezeklik. I don’t have a clue why the prophecy scenes were linked with 
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an esoteric image.

Zieme Thank you. It’s only a short comment. The mentioned lguluk nom bitig is a 

chanted today in Taiwan, this text for confession of sins, so maybe there is no connection.

Irisawa Thank you very much. Dr. Konczak. You presented the detailed report earlier about 

Pranidhi scene for us. Do you have any comment on the presentation Mr. Kitsudo made today?

Konczak I am sorry. I am afraid I understood only the half or less than the half of the presentation 

because it was in Japanese. I can only say that as far as I understood it, I agree with the conclusion 

that the artists combined Chinese motifs with Tokharian motifs.

Zieme Perhaps, I am allowed to add some words about Kitsudo-san’s presentation. I think, his 

topic is very interesting. He has shown that there is a very important tradition – the tradition of 

Sanskrit teachers that prevailed up to the Uyghur times. As far as I understood, there is one person 

which could not be identified so far, Shinkei. I hope that in the future Kitsudo-san will also find this 

person. But, it’s very interesting to see that on one side, there are the Indian teachers, and on the 

other, the Chinese teachers with their names in Chinese and Uyghur, and the Indian only in Sanskrit. 

There is a – this cave shows, as emphasized by Kitsudo-san, the whole feature or the whole picture 

of Uyghur Buddhism in Sanskrit, in Chinese, in Tokharian. They created a new amalgamation, a 

new Uyghur Buddhism so to say, which combines separate traditions and creates also as well as in 

others texts, new elements.

Kitsudo As I mentioned in the last part of my paper, I suppose that further identification of the 

monks with Chinese name is very difficult unless we could meet with fortunate source. But rather I 

expect that the monks who bear Sanskrit inscriptions could be identified in Tokharian or Sanskrit 

sources, especially Tokharian-Sanskrit bilingual text researched by Dr. Dieter Maue.

Irisawa Thank you very much. Actually Ms. Mori, our interpreter today, also researches on 

Pranidhi paintings in detail. Here is the question from Ms. Mori to Mr. Kitsudo: “Mr. Kitsudo 

showed that the elements from both Chinese and Tocharian Buddhism are combined in that 

particular plan of temple. I would like to suggest that there is another example based on a similar 

inscriptions in 

captions in Chinese. This might be the combination of motifs from both Chinese and Tocharian 

Buddhist art”. Mr. Kitsudo, could you please comment about the cave16 and 17? 

Kitsudo This time I studied only the cave 20 as representative case. Enough research into the cave 

16 and 17 has not yet done. How about the cave 18?

Mori As you say, those different cultural elements can be also seen in the cave 18, but in my 
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opinion,  rather than showing the original program of the cave, it is the result of being repaired and 

repainted several times. 

Kitsudo Do the cave 16 and 17 remain the composition as originally planned ?

Mori Yes, as far as I know, there is no visible trace of repairs or re-paintings.

Kitsudo Thank you for your suggestion. I shall check it.

Irisawa Regarding the Pranidhi paintings, Ryukoku University's Digital Archive Research Center 

had made its own reproduction, and I also worked on it. A question has to be asked here: what was 

the function of the temple rooms where the sequence of so-called Pranidhi (or “dipctions of 

prophecy", as Dr. Konczak named them) were arranged? By showing the examples where the later 

Shakyamuni Buddha is represented as a king, Dr. Konczak suggests that Uyghur upper class could 

identify themselves with those paintings. In other words, Uyghur royals could see themselves in 

previous existence of Shakamuni Buddha, walking along the corridor. I myself had the same idea 

when I was working on the reproduction. However, it is very important to mention that the main 

image of the temple was placed in the central cella, while the Pranidhi paintings were depicted on 

the walls of corridor surrounding it. Then, what was the connection between central cella and the 

Pranidhi paintings?As our last presenter today, Mr. Kitsudo, has already described, in the central 

cella Thousand-armed Avalokitesvala was depicted on the rear wall, and on the side walls were 

depicted narrative scenes related to Vaisravana. He said... I would like to speak briefly about my 

own idea: In China, from the late Tang period, the belief in Thousand-

been spread widely. One of the important features of this belief is which means immediate 

attainment of Buddhahood. In other words, the important role of Thousand-

was to make the immediate attainment of Buddhahood possible for its followers.Actually, the 

inscriptions written in the upper part of Pranidhi paintings refer that it took immeasurably long 

period for Buddha to attain the Buddhahood in his numerous past lives. These inscriptions show that 

they were highly interested in attaining the Buddhahood. Even after receiving the prophecy it took a 

long time for the bodhisattva to attain the Buddhahood, but Thousand-

the worshipper to attain it immediately. From this we can surmise the function of this particular 

-

corridor: for Uyghur royals to make the vow to attain Buddhahood, following the example of 

Shakyamuni Buddha in his previous life, and then accomplish it immediately. Considering the 

points suggested by Dr. Konczak and Mr. Kitsudo today, Buddhists convinced the Uyghur people 

(who were originally Manichean) to convert by showing the dogma of Pranidhi and prophecy, and 

the powerful cult-image of Thousand- Professor Aramaki has just 
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ritualistic places. Furthermore I suggest they were ritual spaces for the Thousand -armed 

As Mr. Kitsudo has already mentioned, our project of Pranidhi reproduction was 

introduced in a NHK TV program, in Feb. 2005, and a DVD of the program has been on sale. 

Actually, there are little differences between the two versions. The TV program lasts 60 min. and the 

DVD 90. The 90 min. version includes not only Pranidhi but also the image of thousand-armed 

version Dr. Zieme appears too.This is the last question coming from Professor Miyaji, who is the

organizer of this symposium. This is about the cult of Maitreya in Uyghur Buddhism. What was 

specific feature of it? Did they believe in Maitreya both as Bodhisattva and Buddha?

Is there any Uyghur text of Maitreya in Tusita heaven? I will appreciate if you could 
show the typical representation of Mitreya in Uyghur Buddhist art. As far as I know, 
there are not many evidences, and I know only example of Maitreya as Bodhisattva.
Zieme Thank you. I think it’s a new topic for a new meeting because Maitreya was very popular 

in Turfan area. There are many questions which can be put concerning the Maitreya. But, your 

question is whether he is regarded as Buddha or Bodhisattva. We have several traditions in Uyghur 

Maitreyanism.  One is the Tokharian tradition when the Maitrisimit was translated from Tokharian. 

In that text, he is of course regarded as a future Buddha. But in the Uyghur translations, sometimes it 

is said that he is Bodhisattva. So even in this translation, it is not so clear. On the other hand, there 

are some traces of Uyghur translations from Chinese Maitreya Sutras. One of the five Chinese 

Sutras concern the meeting in Tu meeting 

Maitreya on Tushita and the others, meeting Maitreya on . We have some parts of these 

translations, but mainly we have Uyghur poems which elaborate these Sutras in a poetical way in 

their own words. They use phrases from all different Chinese Sutras, which I have shown in an 

article. This is the other side of the influence of the Chinese Maitreya texts. It is well known that 

there is no Chinese version of the Maitreyasamiti- aka. Even though one might argue that there 

was a Sanskrit or Indian text as the origin, but apparently there is not. I believe that Tokharians first 

wrote this text by themselves using all the knowledge about Maitreya as the future Buddha. It was 

an important topic for the Buddhists to have a text about the future Buddha because everybody 

wants to know the future. What happens in 5000 years? And, in Uyghur colophons we see another 

Messianic or Maitreya tradition. These colophons mention that one should not hesitate, or one 

should not be slow to meet Maitreya, either here on Earth or in Tu ita. There is a strong tradition of 

Maitreya in Uyghur Buddhism. The question is which belief was stronger, that in Maitreya or that in 

whether I could give a satisfying answer or not.
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Irisawa Please give us a comment on Maitreya, Dr. Russell-Smith.

Russell-Smith I am afraid I might not have noticed Maitreya motif in Beshbaliq – has it been 

published? I don’t remember seeing it. I haven’t been to Beiting Beshbaliq, I don’t know 

this example. I only know the published pictures of the donors and soldiers, maybe Bodhisattvas, 

one like that. I was trying to remember. Of course in my book, I talked a bit about Maitrisimit

because I was very interested in parts, very different from the Chinese traditions I was familiar with. 

For example, the description of demons, and for me, this was especially interesting, this part that 

was a cult or rituals associated with Maitreya too. But of course, I haven’t had a chance to continue 

this research at all since 2005. I was trying to remember what objects we have and I think we might 

possibly identify this embroidery I just showed as Maitreya, which is very interesting because it’s a 

very beautiful example and it might have been very large. This might be several parts of the same 

very large embroidery, with gold, and very precious materials might be very important. Of course, 

we had standard banners – banner paintings, there Maitreya is clearly shown as a Bodhisattva, but I 

don’t remember any depictions in Bezeklik like that. 

Konczak I just wanted to add that in the colophon of the Maitrisimit manuscript found in Hami it 

is mentioned that the donors not only donated the copy of the Maitrisimit but also it is said “ …we 

had arranged for the painting of this image of Maitreya …”. Therefore, there must have been some 

Maitreya images in that area. But, I don’t know of any…

Russell-Smith But, then it would be a Bodhisattva. The banners would obviously show him as a 

Bodhisattva, so I don’t know whether it can refer to that or something else in the text.

Miyaji Thank you.

Irisawa Thank you very much. We would like to have a symposium about Maitreya near future. It 

seems like we exceeded the closing time. I really appreciate your time for attending such a long 

conference today. In conclusion, I would like to thank all of the presenters again. Please give them a 

big applause. Thank you again.
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