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n peducaoes ue

C eaybokoil dpesnocmu eioae-
4eCmen ommedaem BaiHole Mo-
senmot caoeco boumua, koeda
ceyuaemca U CAOBHO HA M2HO-
senue ocmanagausaemea Bpe-
x4, dasas BOIMONCHOCTL OC-
MHCAUMB NPOUdeH bl nyms u
OCO3HAMb CB0E MECMo 8 Mupe,
focydapcmeaennomy myseio Boc-
moxa — 85. Cpok wemaawtil, 00-
cmolxsl yaamenud. Tem boree
wmo, anids 8 nepsuili pad se-
dyugux yupemoenutl Kyabmypol
Poccuu, myset He cmaa oguyu -
QABHEM U MOMNE3HbIM, @ CoXpa-
sl C030a8aeMbil NOKOAEHUAMU
compydHuxkos ofauk “maun-
cmgensol soawebrold cmpa-
st " . Imo oduH u3 mex myseeas,
& KOmopsiil MOCKBUYU 8nepsasie
npusodam caoux demet, npuxo-
dem ceMbaMU, e0e ecmb KpymcKu
d1% doOwWKOAbHUKOS, nposodam-
€2 IKCKYpCUU U Aexyuu das ca-
MMX PA3HBLX Al00edl.

Cosdanunil 8 1918 2ody, mysell
HEOdHOKPAMHO MEHAA MeCmo
HCUMENbEMBA, cMamyc u
HA3BaHUE, NOKA HE PA3BEePHYA
CBOU IKCNOZUYUU 8
uemopuNeckom 3danuu nepsotl
vemaepmu XIX sexa na
Hukumckom Gyavsape (1984),
ROAYHUA CMAMYC HAYLHO-
uccAedosaneasekoeo yupexcde-
Hus nepsoi kameeopuu (1987) u
coapemennoe ums (1992), obia
omuecen ykazonm llpesudenma
Pocauickot Pedepayuu k “ocobo
yeHHbm oOBexmam
HAYUOHAAbHOZ0 Hacaedus”
(1991).

Haw my3seti — eduncmeennniil 8
Poccuu, opuermuposannbll Ha
cobupanue, XpaxHeHue, uyenue
U NONYAAPUIAYUIO NAMAMHUKOS

p rejface

uckycemsa Asuu u Agppuru c
dpeaHeluux spemen 0o Hawux
Onell. B nocmoannol skcnosuyun
U XPaHUALWAX Hacuumselgaemcs
fioaee 150 muicaw akcnoramos. B
Janax myses deMoOHCMpUpyomes
wedespsl NPUKAAOHO20 U u300-
pasumensro2o uckyccmeaa Ku-
mas, Kopeu, Sinonuu, Hpana,
Hnouu, ecmpan l020-Bocmounoil
Azuu, o8y cowsnsix pecnyt-
AUK, @ HbIHE He3aBUCUMBLY 20CY -
dapcms Cpedueil Asuu u 3akas-
Ka3ed, wecms 3a108 omoano nod
NOCMOAHHYIO IKCNOZUYLIO Kap-
mun HK. u C.H. Pepuxos. Ocoboe
BHUMAHUE YdeaeHo dpesHeMy uc-
Kyccmay U Kyabmype Hapooos
Cegepo-Kaskasckozo pecuona, ¢
KOMOPHILM if HAWE20 MY3Eq C10-
HUAUCH MPAOUYUOHHO NPOYHbLE
cga3u. Pesyaomamom mHoz2oaem-
He20 n10domeopHoeo compyonu -

Since early times mankind has
celebrated important occasions of
its Existence, when Time collaps-
es and seems to stop for a mo-
ment, thus giving an opportunity
1o comprehend the distance cov-
ered and perceive one's position
in the universe. The State Muse-
um of Oriental Art celebrates its
85th anniversary this year. If is a
long time, still the recognition
enjoyed by the Museum through
this period had not turned it into
an officious, pompous institution.
It retained the image of “mysteri-
ous wonderland” nurtured by
generations of its employees. It is
one of the museums which Mus-
covites choose to bring their chil-
dren to for a first time, where
people come in families. The Mu-
seum provides excursions and
lectures for visitors of all ages

and interests, as well as special-
ized introductions for preschool
children.

The Museum was established in
1918 and repeatedly changed its
name, address, and status
throughout its history. The major
landmarks were 1984, when the
Museum's exhibits found their
place at Nikitski Boulevard, in a
historic building dating from the
first quarter of the 19th century,
1987, when the Museum received
the status of research establish-
ment of the first grade, 1992,
when it took its current designa-
tion of the State Museum of Ori-
ental Art, and 1991, when the or-
der of the President of the Rus-
sian Federation listed it among
the most valuable "objects and
places of national heritage sig-
nificance”.

Our Museum is the only institu-
tion of this kind in Russia, which

collects, preserves, studies, and
makes available to the public
works of Asian and African art
dating from the earliest times to
the present day. At present the
collections of the Museum include
more than 150,000 exhibits. The
rooms of the Museum display the
masterpieces of arts and crafts of
China, Korea, Japan, Iran, India,
Southeast Asia, and former re-
publics of the Soviet Union,
which are now independent
states of Central Asia and Tran-
scaucasia. Six rooms house the
permanent exhibition of paint-
ings of Nikolai and Svyaioslav
Rerich. Special attention is given
to ancient art and culture of the
peoples of the North Caucasian
region, with whom our Museum
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yecmaa Asuaoce omepounue Ce-
sepo-Kaskasckozo guinara my-
3ea 8 e. Madkon (Pecnybauxka
Advicesn).

Odrum u3 eragHeix Hanpasiexull
8 pabome locydapemeennozo my-
sen Bocmoka asasemca soicma-
gounas deamenvnocme, Exceeod-
HO 8 Mysee nposodamca 15—20
BPEMEHHbIX BbICMABOK PA3HOO0-
PA3ZHOL MeMAMUKL — OM apxeo-
A02uu 00 COBPEMEHHOL HUBONU -
cu. Boicmasku, nodeomosgaenHbie
MYy3eem, nocsaeHH e dpesHemy
il COBPEMEHHOMY UCKYCLMBY HA-
podos Bocmoka, MHO20Kpamuo
IKCHOHUPOBAAUCH 1 FKCROHUPY -
womea e cmpanax Asuu, 3anad-
Hot Esponet u Asepuku.

K caoemy wobuaew mot nodeomo-
guau soicrmasky “Bocmok: Hc-
Kyccmaeo Goima u Boumusa”. 3mo
Haw dap, Hawa 0anb 8cemM mem,
Kmo cobupaa Gocameriuiue Koa-

AGKYUW MYy3es, Kmo ymea u yme-
em sudembo gewu u 2080puUmMb ¢
HUMU HA MAAHOM A3biKe 11006U 1
FHAHUA, NOIBOALIOWEM BOCCMa-
Hosumb 06pa3 Hu3Hu darexkux
cmpaH u 0asgHo yuediux Hapo-
dos. Ee ocnosnasa sadava — no-
kazame Goeamcmeo u pasnoos-
pasue xydoxecmaenHox mpadu-
yull, npedmemos Guima, a maxice
cnocobos ocmbicaenus bomus 8
pasaudxbly pecuoHax Bocmoka,
Graeodapa kKomopoim docmuea-
AACH 2APMOHUA HEAOBEKA ¢ OKPY-
HCQHOUYUM MUPOM 1 € CaMUm cOOOL,
OdHoll 43 erasrbix 0cO0EHHOC-
met kyaomypor Bocmoka a6a-
emcs Yemouyusocme mpaduyu-
OHHbLX nNpedcmagaenutl, no3so-
A210W4as COXPAnHUms sbipado-
MAHHBE MbICAYENeMUAMU NPU-
eMbl, MEeXHOA02UL, HAYYHble 3HA-

HUA U OYXoBHBIE OMKPLIMUS,
FAKPENACHHBIE 8 COBEPULEHHBLY
Gopmax uckyccmsa: nOI3uu, my-
abike, apxumexkmype, HUBONUCU
i cKyabnmype; 8 GoXcecmseHHom
Croee, 6olpANCEHHOM 6 CEAUYEH -
HbIX 3HAKAX Kaaiuepaguu; 8 xy-
doKcecmeeHHOM OopMACHIL
Obinia — KOBpomKadecnee, 2oH-
HAPHOM pemecie, KYIHEeUHOM
deae, ykpauwenuu 1eaoseqecko2o
meaa u AU a.

s uccaedosamens Kyromypol
Bocmoka cyupecmeenno aotasae-
HUE [ OCMbICACHUE 3AKOHOMEPHO-
cmett boumusa, Hawedwux aoipa-
HeeHUE 8 PYKOMBOPHLIX NAMAT -
Hukax uckyccmea. lloscednes-
HOCMb U OYXOBHBIL MUP, 3AKOHbL
Komopozo onpedeasiom ux co-

maintains close relations. This
long fruitful cooperation led to
sefting up of the North Caucasian
branch of the Museum in Maikop
(Republic of Adygeya).
Exhibitions organised by the
State Museum of Oriental Art re-
main one of its major activities.
Each year the Museum houses 15
to 20 temporary exhibitions with
subject matter ranging from ar-
chaeology to contemporary
painting. Our exhibitions dedi-
cated to ancient and modern Ori-
ental art often make cultural
events in Asia, Western Europe,
and America.

To celebrate the 85th anniversary
of the Museum, we prepared spe-
cial exhibition named “The East:
the Art of Life and Existence”.
This is our offering and some sort
of homage to those whose labours

helped to accumulate the wealth
of the Museum’s collections, who
could and still can see things and
talk with them in a secret lan-
guage of love and knowledge,
enabling viewers to reconstruct
the way of life of remote lands
and peoples long gone. Its main
purpose is to show the wealth
and diversity of artistic traditions
and artefacts, as well as the ways
of conceptualisation of Existence
in different regions of the Orient,
which were instrumental in
achieving the harmony between a
man and his environment and
also an inner poise.

One of the principal characteris-
tics of Oriental culture lies in a
consistency of traditional con-
cepts and beliefs, contributing to
preservation of techniques, tech-
nologies, scientific knowledge,
and spiritual discoveries moulded
in the course of millennia and re-

flected in exquisite art forms of
poetry, music, architecture,
painting, and sculpture, in the
divine Word expressed in sacred
calligraphic writings, as well as
in the artistic decoration of life,
such as carpet weaving, potter
trade, smithcraft, and ornamen-
tation of human body and abode.
For a student of Oriental culture
an ascertainment and concepltu-
alisation of the laws of Existence,
manifested in man-made works
of art, is essential. The everyday
life and the divine order, the laws
of which define the perfection of
art forms, comprise the core of re-
search. The labour of the artist or
craftsman in itself was likened to
a creation of the universe in all
mythological systems and elevat-
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SEPUWEHCMBO, — CYMb HAYUHO20
noucka. Cam xce mpyod xyoox -
K U PEMECACHRUKA B0 BCEX MU~
dorounecKux cucmenax yno-
dofiigenca comasoperulo mupa u
S03aBIUACTT 4eA0BeKa MBOPRUe-
20 do yposua Gosxcecmsa. Heabss
npenebpecamo u dpyeumi op-
wamu xydoxecmeennol Kyaommy-
pH, COCMABARIOWUMU & CBOLL CO-
BOKYNKOCITIU OCHORY HAYUWOHAAb-
HO20 MUPOBOCNPURAMUR W YCA0-
sue CAMO20 CYUecmBOBaRNIA HA-
poda.

Lesmp u cMbica MpacuyuonKol
Kytbmypel — nNPAIdHUK 6 e2o
PAFAUMHDLX NPOAGACHUAX: NUp,
meampaivbhoe npedcmasaenue,
cocmasanue. Humenno npasdnui-
HOW Kyabmype NOCBAUEHb NAMb
pasdeaos aecmasku, 20e nupile-
CMao paccMampusaenca Kaxk

KyAbmoastll 4 CeemcKuL pumyan,
seafoyuics cpedomouuen
npasdnuka; odexnda, JONOAHEH-
HAA YKPALUCHUSMU, aMyAemamu u
PAZAUMHBIMU QKCECCYapamu, no-
3680A8€M BLABUMb OCHOBHbIE
ocofeHHocmu mpaduyuoRHO20
KOCHIIOMA; Meampanibible KyKabt
u macku Huduu, Hudokumas,
Jaavneeo Bocmoka, pasHo Kak
kumatickue aybKu u AnoHcKue
epaaiopet, 0eMOHCMPUPYIOM 0co-
GeHnocmu npasonuiHoe0 oell-
cmaa 8 paznsx cmparax Asuu.
Mup demcmaa, ckaska, mug Ha-
xodam eonaouerue 8 dpearel-
weMm R6AeHUU BOCIOUHOU KYAb-
mypw — uepyure. Ocobo svide-
Aenst npoudgedenus UCKycemaa,
Komopuie ymaepumdaom yer-
Hocmb 06pA308aHUA, PACKpHEd-
1om JyxoeHbe uoeainl u GHYmM-
pennud wup weaosexa, Hakorey,
FHAYEHUE HAYKU U ucKyccmaa de-
MOHCMpUpYOm npedmemst, cas-

p.Fafaies

JaHHbE ¢ MeMoil Madxieauca, uau
“Graeopodnoeo coGpanus”,
npazdHugroeo npuema, Komopoti
npogodurca Kak 8 080pYOBHX
noMeweHusx, mak u 8 cadax.
Hadewce, wmo nocemumeinm
10BUACLHON BHICIMABKI W HUMA-
meaam IMoid KHu2u, Komopbie
sCMpPemanca ¢ npou3sedeHuamu
ucKkycemaa w3 coopamus mysed,
OMKPOMER painooipasune
epanu Guma u boirnug, empaxa-
rowue durocofeko-peauuosnsie,
ofipadossle, Imuieckue u acme-
museckue npedcmasienus 8 mpa-
duyuonnoi kyavmype Bocmoka.

B.A. HataTunkos

lenepanvhmti dupexmop [locydap-
cmaennozo syaea Bocmoka,
Yaen-xoppecnondenm Poccuickod
Axademuu xydowecma,
Sacaymennsill desmens ucKyccms
Poccuiickoi Pedepayuu.

ed him to the level of divinity. At
the same time, profane forms of
arfistic culture constituting in
their aggregate the basis of in-
digenous world outlook and con-
ditio sine gua non for existence of
a nation itself should not be ig-
nored.

The focus and meaning of tradi-
tional culture lies in the festival
with its diverse manifestations of
feast, theatrical performance,
contest, etc. The five sections of
the exhibition are dedicated
mainly to the culture of celebra-
tion. The feast is given a consid-
eration as both a religious and
mundane procedure, a focus of a
holiday; the costume comple-
mented with jewellery, amulets,
and accessories of diverse nature

introduces the basic features of
traditional dress, while theatrical
puppets, dolls, and masks from
India, Indo-China, and the Far
East, as well as Chinese folk pic-
tures and Japanese woodblock
printings display the characteris-
tics of the festive act in various
countries of Asia. The worlds of
childhood, fairy tale, and myth
are also reflected in such an an-
cient phenomenon of Oriental
culture as toys. A special place is
given to works of art which man-
ifest the worth of education, un-
cover the spiritual ideals and in-
ner life of a Far Eastern man. Fi-
nally, the importance of sciences
and arts is revealed in the articles
related to a notion of majlith, "a
noble assembly” or a festive re-
ception arranged both al the
chambers of a palace and in the
garden.

Finally, | would like to express
my hope that the visitors of the
exhibition and the readers of this
book, who would thus get ac-
quainted with the works of art
from the Museum’s collection,
will behold diverse realities of life
and existence, reflecting philo-
sophical, religious, rifual, moral,
and aesthetic notions and princi-
ples of traditional culture of the
Orient.

V.A. Nabatchikov

Director General of

the State Museum of Oriental Art,
Corresponding Member of

Russian Academy of Arts,
Honoured Art Worker of the Russian
Federation
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lMpazdnuku aceeda  uepaau
BANCHYIO POAL 8 HUIHU A00edl.
OHu Koxyeumpuposaiu & cebe
BCN HU.-‘!H!'JHI'y OMHOWeR Ll ye-
aogexa ¢ Kocmocom u Bpeme-
Hes. llpu scem noaugynryuo-
HaAbHOM pasnoobpasuu Kamx-
duil npazduuk, Kak npasuao,
BKANOYMAN 8 cefa yeoujenue, u
€20 YHACMHUKAMU CMAHOBUAUCH
KaK Goxcecmaa, mak w cmepm-
HBle, — cogepuian )Rt’ﬂﬂh‘f[)!lp!!'
HOWeHUA, {!'K_I,I'WI'IR pid(”yﬂ.ibﬂyﬁ')
nuwy, oHt npuobwaiuce K
Bewnocmu. epmaonpurowenue
u mpaneza dpesnux obpados
nocaymuIy npeobpazom caemc-
Kux nupoa, ede MUpogol Ynu-
Gepcym craaduBaics 8 MUKpo-
KOCM 30 NUPUECMBEeHHbM ape-
KUM CHTOAOM U ede makice cy-
Wecmaosaauy caou pumyaibHbie
npasuia. Ho ecau xyaomosoe
deticmeo npoxoduio & xpame,

C8AMUANEe Al Ha pumigain-
HOH naowaodke, mo csemcKu
IINP MOoZ Omme u @ l{{lpt'h’:‘],l‘
deopye, u & Jyxaxe, u 8 uaixa-
Hé, U 8 caxkae.

Omasyku dpesHux nupos ma-
MePUAANFOBAAUCH 8 PATHOOG-
PU3HBLY NPOUIBEICHURAX UCKYC-
cmea — 2AUHAHBY U Mematiu-
HeCcKux L'm‘_;;dux, K(J&pﬂ.l‘ u 3ase-
cax, npedmemax ymaeapu u od-
CMAaHOB8KN, p(!BHNJl !‘Jf‘?ﬂ(!fﬁﬂ.h‘ &
Husonucu u ckyavnmype. Pe-
KOHCMPYUpYs  HCMOPUHECKULL
KOHMEeKCM ux cyujecmaosanus,
Mbl MONEM ﬂp(’(jt'!ﬂulﬂ“ﬂb. Ha-
npuMep, U3 4e2o 30p0acmpuiiys
NUAL BUHO U CBAWEHHYIO Xao-
MY uau na xKaxux Oarwdax no-
dasaau naos, NpUeomMosienHbill
daa cyamauna batypa. Henpe-
polgHy mpaduyuw nupoé Ha
Bocmoke 8 7—8 88. ucaan no-
numaacs mpancgopmuposams,
BHECA CBOI0 PEAUSUOIHYIO pee-
;iﬂr"!(?Hm{H{HK) a .rapm\‘mep
nuwu u npasuaa nosedeHus ia
CMOA0M,

Festivals invariably played an
important role in human life.
They accumulated the entirety
of the relationship between
Man and Nature. Regardless of
the diversity of festivals' func-
tions, each of them usually in-
cluded enterfainment with
Jood, where both deities and
mortals participated, for the
latter received the sacrament
of Eternity by the way of sacri-
fice and partaking of ritual
meals. A sacrifice and repast of
ancient rites served as proto-
type for the worldly feast, and
a convivial royal table would
become the point where the
universe turned into a micro-
cosm, and where ritual norms
of its own also existed. Yel
while a religious rite took
place in a temple, shrine or on

a ritual ground, a worldly
Jeast could occur in royal pal-
ace, dukhan, chaihana, and
saklya alike.

The echo of ancient feasts
materialized in miscellaneous
works of art, ranging from clay
and metal vessels through car-
pets and hangings, household
utensils and furniture, with
painting and sculpture gaining
an equal share. Reconstructing
the historical context of their
usage we can imagine, for ex-
ample, the vessels employed by
Zoroasirians to drink wine and
sacred haoma or the dishes
used for pilau cooked to please
Sultan Babur. The unbroken
tradition of Oriental feasts

Jaxaamus & 539 o do w.s.
Basuaow, nepcudckui yape Kup
Il saaomur ocnosy upauckoi
M.MHL’P!HJ ."‘Xl’.lf{?ﬂudﬂb" KUHIUP{J,‘{
npocyujecmsosasa Ooaee dayx
gexkoa u ade, BepoOsMmMHO, yme 6
mo 8pemMi CAOMUACA 30pOAci-
putickuti kyasm. Hecmomps Ha
Mo 4mo 8 UCMOopul I0POac-
PUIMQ cymecmayem MHOMECmao
t'JIOpr{.\' FIPU"'J.-!{’.H. HOM MHOZOe
W3BECMHO O €20 npasdHukax,
makux kax Hoypys — npazdnux
Hoeoeo coda, npuxedawuiics Ha
aecensee pagrodedcmaue; Mux-
pazax — npa3dHUK OCeHHEZO
ypoxmaa; Cade — npaiduuk, no-
CARAWERHbI 02HIO — odHol us
cefuennoix cmuxutl. Hekomopwe
u3 wix, kax, nanpumep, Hoypys,

was challenged only once,
when in the 7th—_8th centuries
Islam attempted to transform
it by introducing its religious
regulations concerning cuisine
and table manners.

When Persian Emperor Kir 1]
conguered Babylon in 539
B.C., he laid the foundations
of Achaemenid Empire, which
existed for more than two hun-
dred years and where the Zoro-
astrian cult had probably
emerged already by this time.
Despite numerous unresolved
problems of the history of Zo-
roastrianism, we know enough
about its festivals, such as
Nowruz, the festival of the
New Year, which fell on the
vernal equinox; Mehragan, the

festival of autumn harvest;

Sadah, the festival dedicated
to the fire, being one of the
sacred elements. Some of these

s
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COXPARHUANCE W NO Ul nopy 8
wpanckom mupe. Kaxk coobwawom
nOFOHUE UCMOYHUKU, Ky,'!ba\ﬂlh‘ﬂ-
wuedl gcex IMUX NPAIOHUKOE,
comopsie  npodoaxaiuce no
came dHel, Oola Mopx¥ecmeen -
wsill NUP, HO KOMOPOM NPOBOOU-
swce  BCesoamodcHbie  00pRdol.
Yacms smux o6pados Goira cea-
axa ¢ MOOHOWEHUEM W BO3ANUA-
=ueM BUMA, KOMOPOE CHUMAA0ch
opoacmpuame “HUOKUM 02-
=", a maxkme ocofo20 HAPKO-
MuNSCKO020 BEWECTNBa — XAOMbL.

Hasecmuo, wmo, no Kpauxed
wepe, yme ¢ axemenudcKozo
spexenu Cyujecmaosaiu ocobne
suds COCYJoa, KOMopble ucnoab-
sosaracy dag numes auna. OHu
w gopuy poza, 8 HuMHel
sacmu KOMOpo2o pacrnoaaearocs
cHBKOE CAUBHOE Omeepcmue.
GcmeenHo 2oB80PA, nuAl U3

amux cocydos Kak pa3 4epes
3mo omsepcmue, pecyaupys no-
dauy suHa naibyem — 3axumas
uAu  omnyckas  omeepcmue.
Cmpylo BuHa MO2AU HANPAB-
AAMb KAK HEnOCPedcmeeHHo 8
pom, mak u 8 NUPWeCMmBeHnY o
yauy. Odnod ua dexopamuarbx
ocofienrocmedl  cocydos  Gbiao
Jagepuienue UX HUMHed wacmu
npomomoil  —  CKYABNMYPHBM
00pazoM, MECHO CBRAIAHHBIM
KYABMOBHM  NPOUCXONCOCHUEM
camux uadeautt. [Monyaaprocms
amoi gopust Geaa HEOOBKHO-
gennol. Jlia cmoiudHbx Xpamos
02HA 0 yapeko2o deopa cocydel
W32OMABAUBANUCH U3 3010Ma U
cepeipa, 0aa npocmutx awded u
nepugepullHbix KYAbmMoanix yeH-
mpos w3 OGoaee docmynuoeo

fea st

mamepuaaa — eaunvt, Coxpanu-
A0Ch BOIMOMHOE UPAHCKOE H(-
aeanue amoil popmu, Komopoe
ynompeOasau 8 cpednue sexa, —
waxk. B anmuunod mpaduyuu
maue cocydvl UMEHOEAAUCH Pli-
moHaMu, U OHU CMAAU BAN-
Helwumy ampubymamu nupos u
PUMYAI0s, CBAIAHHBIX ¢ BUHOM,
Juonucom, Kyavmos niodopo-
dus u npoysemanus.

lpoiids daunnbul nyms 8
cgoell ucmopuu, pumonbvi, He-
CKOAbKO BUOOUIMEHUBWIUCE, CO-
XPAHUAW U NO CUIO NOpY 3HAYE-
Hue cnequaisiolx Kybxos das
auHa Yy MHo2ux Hapodos om
Cpeduszemnoco mopa do Kumas.
Buxo kak “musol o020Hb",
kpoas [uonuca, a 3zamem u
kpoab Xpucma ocmaemcsa He-
npemMenHHbM  IACMEHMOM BCEX
FAcCmMoAuil Ha4 XPUCMUAHCKOM
Bocmoke, ede 8034uUAHUE BUHA
goOCAPURHUMAEMER KaK pumyan,
OCBAWEHHBIO MbiCAHEReMHUMU
mpaduyuImu.

ivals, like Nowruz, are pre-
»d in the Iranian world
today. According to the
=formation of the late sourc-
the culmination of all these
estivals, which lasted for five
23 was a selemn feast ac-
mpanied with diverse rites.
sumber of them were associ-
sied with offering and libation
wine, considered “liguid
=" by Zoroastrians, and aiso
a specific narcotic drug
alied haoma.
it is known that at least as
s Achaemenid times there
sted special types of vessels
sed to drink wine. They were
shaped to resemble a horn,
zith a small spout in the low-

er part. In fact, this spout was
used to drink the contents of
such vessels, and the flow of
wine was controlled with a
finger, either by closing or re-
leasing the spout. The flow of
wine could be directed both
into the mouth and into a
bowl. One of their main deco-
rative features was that the
lower part of the vessel ended
with a protoma, a sculptural
image closely connected with
the hieratic origin of these ar-
ticles. The popularity of this
form was extraordinary. The
vessels were made of gold and
silver when intended for capi-
tal fire temples or the emper-
or’'s court, while clay, a more
disposable material, was em-
ployed to suif the needs of

commoners and peripheral rit-
ual centres. The lranians of
mediaeval times probably
called these articles shahk,
while in the classical tradition
they were known as rhytons
and became the key attributes
of feasts and rituals, associat-
ed with wine, Dionysus, and
the cult of fertility and pros-
perity.

Centuries later the rhytons,
though slightly transformed,
still retain their importance as
special wine vessels among
quite a few peoples from Med-
iterranean to China. The wine
as a “liquid fire”, the blood of
Dionysus, and later also the
blood of Christ, remains an in-
dispensable element of all
feasts in the Christian Orient,
where its libation is considered
a ritual hallowed by millennial
traditions.
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B pesyavmame nobedownoc-
HolX noxodos apabckux 8o0lck K
kouyy 8 8. om [lupenees do
eaybunnoix pabdonos Cpeduei
Asuu croxuroce edunoe Kyao-
mMypHOE NPOCMPAHCMEO, 8 KO-
mopom OCHOBHOU udeotozuell
Oovia wcaasm. flpu amon apabdm,
ofradan 02poMHOl BOCAPUUM-
HUBOCMbIO, HE CIMOAbBKO pa3py-
waiy mup "azsiiHukos” u uHo-
Gepyes, CKOALKO aKMUBHO 8-
MuBAIU JOCMUMEHUR KYabimy -
pol, Haykuw, pemecada, MPAaHc-
hopmupya docmasweecs um xy-
dowecmeennoe Haciedue &
pamkax ucaama. Buecme ¢ yuu-
purayuei obauka zopodos, uc-
Kycemea, pemecaa, obpasa
MUIHU npemepnela UIMeHeHus

By the late 8th century the
triumphant conquests of Arabic
armies from the Pyrenees to
remote regions of Central Asia
resulted in the creation of a
single cultural space, where Is-
lam played the role of princi-
pal creed. Still the Arabs, who
displayed preat perceptiveness,
were not so much occupied
with destroying the “pagan-
ism”, as readily absorbing the
achievements of culture, sci-
ence, and craft, converting this
artistic heritage to suit the te-
nets of Islam. The table under-
went certain transformations
along with unification in de-
sign of cities, arts, crafts, and
the mode of life. The regula-

U makas eaxHas cgepa, kKak
zacmoave. B uciamckom mupe
PECAAMEHIMUPOBAHO HE MOAbKO
Hawaao npuema nuuu — obaza-
MeaAbHOEe OMOBEHIE PYK U CO-
BEPULEHUE MOAUMBH, HO U BCe
nocaedywuee nosgedenue aa
cmoaom. Bozociosn onpedeni-
A, 4Mo Kaxdell Kycok, noio-
dennwii 8 pom, caedyem co-
nposoMmoams MPOUIHECEHUEM
anumema boza, ne zosops ywe
0 HEMOPONAUBOCMU U YMEPEH -
nocmu & ede (“Kodexc npuau-
quli Ha Bocmoke” Myxammeda
Cadbik-u-Kawkapu).

bopsba ¢ pockowsio, Kono-
pas 6peMa om BPEMEHU OXBa-
MblBAIA MYCYALBMAKCKUT MUp,
numasgwuics  geprymocs K
NPOCMOU MUK PARHEUCAAMC -
Koeo ofuecmeaa, ckazaiace u
Ha mpaduyuu 3acmoaut. [lo-
bl pezaamenmupogams
Mamepuaa, U3 Komopo2o deia-
AQce nupuwecmeaennan nocyoa

tions of Islam were not limited
to the necessary washing of
hands and offering of prayer, a
prelude to eating, but also
concerned all other table man-
ners. Theologians decided that
when eating each morsel of
food the act should be accom-
panied with uttering some at-
tribute of God, as well as de-
liberation and modesty in eat-
ing (as noted in “The Code of
Oriental Etiquetie” by Mo-
hammad Sadik-i-Kashkari).
The campaigns against lux-
ury which swept the fslamic
world from time {o (ime,
aimed at the return to the aus-
tere life of early Islam, re-
dounded also upon the tradi-
tions of feasts. As a rule, the
attempts to regulate the mate-

(He ucnoaviys joaroma u ce-
pefipa), Kak npasuio, eempo
sabueaaucs, Ho ssedenue aan-
PEMOB FHAYUMENILHO CIMUMYAL -
posaio pabomy peMmecieHmu-
KO8, YKPQIAswux amediusol -
MU y3opamu usdeaus ui npo-
MBI MAmMepuaios.

Eduxcmeo ucaamMckozo Mupa
”p[},‘f&.!.‘i’,![}{.'b u a (}(‘bUPM.'TE’HHU
cmoaa. Cyda no usmemowumca y
Hac ceudemeavcmsam, daxe
mModa Ha cmoaosyio nocydy
Guaa oGwet — om bBaedada do
Camapranda. B panneucramc-
Koe apeMa HaGuiodaemca wupo-
Koe pacnpocmpanediue mexso-
AVSUU 2AA3YPOBAHUA KePaAMUKU,
baaezodapa Komopol oHa cma-
HOBUAQCH GUJ’TE‘E’ EN.?HE'NH‘!NO!E, a
makxe npuodpemanra HOBbE
xydoncecmeeHHsie  Ka4ecmaa.

rial employed to produce (he
ware or to exclude gold and
silver from usage were short-
lived. Still these sumptuary
laws motivated the crafismen
to decorate the articles made
of common materials with
elaborate designs.

The unity of the Islamic
world manifested itself also in
the setting of the table. Judg-
ing from available evidence,
even the tableware fashion was
common from Baghdad to Sa-
markand. The early Islamic
period was marked by the
widespread occurrence of glaz-
ing technigue in ceramics,
which made it more hygienic
and also imparted it with new
artistic quality. Open glazed
ware, such as dishes and bowls
with different patterns, became
here not only a part of table-
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sannue gopuu —

AMOM OMEPLIMbE 21a3YpPO0-
oaoda u

Ll € PASAUMHBMU OPHAMEH-

MM < CMAHOBUAUCH  HE

SKO HACMbIO CAOAO0B0L M-
Pu,. HO U Hf!fp(’.ll’t’_‘HHbL“ ne-
MOM JACMOABHO20 pumya-
_ROMCHBU pacmumeabHoli

PEANEHM MOS NOCAYNCUML me-

S 048 CMUXOCAONCEHUA; Cmu-
sausoe usobpanmenue Aio-
WUBOMHbLLX, nmmiuy =
el 'E“i“‘?l‘}{}." I"j.f.ﬂ FNUHECKO-
£a3anul, a Gaaeonoxeaa-
ipabckos — daa Oageo-
muasx pasmsiurenuti. Caoe-
POINMMU  CUMBOAAMU BOC-
nupa 8 MYycyabMaMe-
npaduyuu cmaiu Af2ansl,
pee U 00 Cux nop cayxcam
mOdHOWeHUA PPYKMOs Uil
meil U 8 Komopex noda-
OCHOBHHX GAlod
MOYHOSO CMOAA — NAOS.

MO U3

gre, but also an indispens-

element of ritual. Elabo-
loral design could serve
whject matier for versifica-

=. sitylised depiction of

wals, and birds would
me the basis of epic story,
auspicious blessing in
encouraged pious con-
on. The lagans, still
wed to offer fruits and
eis or lo serve pilau, one of
main dishes of Oriental
=e. became some sort of a
[ of Oriental feast in [s-
mic tradition.

He ofowea srHumanuem uc-
AaMm u peeaamenm nompe@age-
mox npodykmos. 3anpem Ha
UCROALIOBARUE B MUY BUHA I
CBUHUHB, NO NPedanuio, 80cxo-
dum K camomy ITpopoxy. lMpu
FMoM nNo OMHOWeRUIo K BUHY
OH He pa3d napywaica. Bunonu-
Mmue CMmaio CUMBOALOM XPUCMmU -
AHCKO-30P0ACMPULCKO20 BOLb-
HOOYMCMBA AU NOIMULECKOZO
maopyecmad.

JaMmemuyio mpancPopmayLio
npemepnea u cam cmoa. Buec-
Mo NPUBHIYKHGIY HEBBCOKUX Ne-
MAHOK (Maxmas), npuHImsx 8
npedwecmayouee spemi 8
UPAHCKOM MUpe, nupyowue ne-
PEMECMUANCH HA NOA, YCMAAH-
Hol kospasmu. Ecau sacmoave
UMENO paHe WapreKo2o npuema,

Mo Cepauposalca cmoa ¢ Hia-
KuMu Hoskamu. B obGwunoi
NEUIHU eco JaMeHgaa CKa-
mepme dacmapxan, HaA Komo-
poil pasmewaruce Acmaa.

“H Bowa nup na sece mup” —
nodo6rol ¢pazon zasepuaem-
CA MHONECMBO (KAZOK 80O BCEX
yeoakax zemau, dowocs do Hac
omasyku dpesnHux nupos, ede
Mup Gocos coeduHAACA ¢ MUPOM
nodell 8 edunom delicmaui, ede
npasednuie npasumenu socce-
daru emecme co ceoumu nood-
dannwimu, ede seceave Ouiao
Oageodutnoin, ede sce Gaaeo-
NOAYUHO 3IAKAHUUBAAOCH, YIMO-
Obl Ha4amecid 3As8MpPa 68 HOBOM
BPEMEHIL, € HOBBMU CUAAMIL.

The rules concerning nutri-
tion also did not escape (he
attention of Islamic theolo-
gians. The tradition ascribes
the prohibition of wine and
pork to the Prophet himself.
Still it was repeatedly violated
as regards wine. Partaking of
wine became a symbol of
Christian-Zoroastrian  free-
thinking or poetic art.

The table as a physical ob-
Jject also underwent marked
transformation. Instead of the
customary low bedstead (ta-
khtah) widespread in the ear-
lier franian world, the feasters
moved to the floor covered
with carpets. If the feast was a
royal one, a table with low
legs was served. In everyday
life it was substituted by
dastarhan spread, where the
Jfood was set.

Dozens of fairy tales all
over the world end with the
phrase, reading something like
“They feasted and they drank,
and if the wine hadn’t run out,
I'd still be there with them in-
stead of here talking to you”,
thus re-echoing the wafts of
ancient feasts, where the world
of gods merged the world of
men in single act, where the
righteous rulers feasted side by
side with their subjects, where
the merriment was decorous,
where everything came to a
happy end to start again to-
morrow at a new time, with
new energy.
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MMTUPOCMAHAILIBHUJTH
HUKOJIAH (HUKO)
ACJTAHOBMY

(1862—1918)

i Ky"r E}{(”
Kaeenra, nacio.
HI3XIIT em.
Hua. MNe 2897 [l
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KyTexu OB H3N0GIeHHBIM
CIOJKETOM BEJIMKOTO TPY3HHC-
KOTO XYAOMHHKA-TPHMHTHBH -
cra [Mupocmanatsuan, uéo
OHM OTBeYa/JH OCHOBHOI 3a-
Jlaue ero McKyccrpa — cay-
HMHTh YKpaWeHuo THdInC-
CKHX JyXaHOB W OTpa)<aJu
OJIHY M3 CAMbIX XapaKTepHbIX
H HEMOBTOPHMBIX MPHMET
rpy3uHckoro 6eita Toro Bpe-
MeHH. B uaobGparkaembix xy-
JIOKHHUKOM MpasiHHYHKLIX Tpa-
ne3ax fpeicraBajii MouTH
BCE COC/JIOBHA TOrjauiHed
[pyauu, Ho, nomxanyi, oco-
6GeHHO HacTo Kapawoxeiu —
rOpPOACKHE pEeMeCJIEHHHKH H
TOProBilbl, HOCHBIIHE YEPHYIO
BEPXHIO ONEHKIY — H0XY.
Ha kaptune u3 coGpanus my-

3es OHM CHAAT 3a NuUpLIe-
CTBEHHBIM CTOJIOM, HA KOTO-
pPOM YepenylTCs Tapesiki co
CHeJbIO, JyrH xaeBLoB womu
H BepTHKaan Gyteiutok. [po-
H3HOCALLMA TOCT NoKasaH,
Kak 00bIYHO, CTOALIMM, a ne-
pen cToJoM, HKCHPYA LEHTp
KOMIMO3HLHH, pasMmelled Oyp-
10K ¢ suHoM. OcoBeHHoCTh
«Kyrexa» — oTcyTcTBHE
obbiudoro ans [lupocmann
nef3axHoro oHa, a Takke
oco6an LeJbLHOCTE H MOl
o6pasoB. XKHBLIe H HHAMBH-
JyaJIH3HpPOBaHHbIE MepcoHa-
JKH C 3aBOpAKHBAIOLLE-MATH -
YEeCKHM B3IVISAOM CJOBHO MNO-
3HPYIOT nepel 0ObEKTHBOM
doToannapata, NosiBUBLLIEr0-
cA B Te roabl B [py3un, HoO
O/IHOBPEMEHHO — MpeacTaloT
nepea Beunocerbio, Hanomu-
Has anocTo/0B Ha CpejlHeBe-
KOBBIX IPY3HHCKHX (peckax.

OT3BYK 3THX ()PECOK OLLYyTHM
Tak:e B 0OlleM XapakTepe
KOMMO3HIHOHHOTO PeLleHHs,
B 3nemenTax oGpaTHol nepc-
MeKTHBb, PHTMHYECKOA opra-
HH34LHK H306paXKeHHOTO.
Durypbl MOILHO BBIIENIEHB
useToM H oObejlMHEeHbl, KaK y
CTapbIX MACTEPOB, PeJHIHO3-
HbIM 4yBCTBOM. B Kosopute
JAOMHHHPYIOT JBA LBeTa —
YepHBIil, LBET KNeeHKH, H Oe-
Jbli, ToAyGOBATEIX H 30J10TH-
CTHX OTTEHKOB, A0TNOJHEHHbIE
BHLIHEBBIMH, CHHHMH H KeJi-
ThiMH LuBeTamMd. Kontpactsl
yepHoro M 6eJ1oro, CUMBOJIH-
aupywouine tadibl bBoitHa, no-
CTOSIHHO MEPeXOAAT B CBeye-
Hue. CBETOBbIE KOHTYPhL H
GJHKH 0YepYHBAIOT MEpCoHa-
el W npeameTsl, genas Kap-
THHY [OX0Mel 0AHOBPEMEHHO
Ha (hpecky M Ha BUTpaxK.

PL 1

PIROSMANASHVILI
NIKOLAI (NICO)
ASLANOVICH

(1862—1918).

“REVEL”

Qilcloth, oil.
113x117 cm.
Inw. no. 2897 I

Revels, one of the most dis-
tinctive and inimitable
marks of Georgian life, used
to be a favourite subject
matter of Pirosmanashvili, a
great Georgian primitivist
artist, for they suited the
main concern of his art, that
is to decorate Tiflissian
dukhans. A festive repast
depicted by the artist fea-
tures almost every social
strata of contemporary
Georgia, still its most com-
mon participants were kara-
chokheli, urban artisans and
merchants, who wore
chokha, a black outer gar-
ment. The painting from the
Museum collection shows
them sitting around the fes-
tive table, where plates full
of edibles follow the curves
of shoti bread and elevations

of bottles. As usual, the
man giving a toast is por-
trayed standing, and in front
of the table one can see a
winebag, thus serving as a
centre of the composition,
The lack of scenery back-
ground essential in other
Pirosmani’s paintings forms
the unique feature of this
“Revel”, and the same ap-
plies also to peculiar integri-
ty and power of characters.
Vivid and individualized per-
sons with enthralling glance
are shown as if they posture
themselves to the camera
lens, which just made its
way into Georgia, but at the
same time they receive the
sacrament of Eternity, re-
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sembling the apostles from
mediaeval Georgian murals.
An echo of these murals can
be perceived also in overall
scene setting, in the details
of reverse perspective, and
in the rhythmic organization
of subject matter. The bod-
ies are shaped thick with co-
lour and knit with devotional
feeling, as on the paintings
by the old masters. The
black, the colour of oil cloth
and white, in its bluish and
aurulent keys, dominate the
coloration, while cherry,
sapphire and yellow comple-
ment them. Opposition of
black and white, which sym-
bolize the arcana of Exist-
ence, invariably slips into
fluorescence. Light contours
and specks delineate the
characters and objects, mak-
ing the painting resemblant
of a mural and stained glass
at the same time.







Ha. 2

BOJIKOB
AJIEKCAHIP
HHUKOJIAEBHY

(1886—1957)

“ITPOIOABLIBI
OPYKTOB”

1928 1.

Xoacm, macao, memnepa.

102x102 cu.
Hua. No 6386 II

ABTOp KapTHHBI — BbIAAK-
LHACH PYCCKHIT JKHBOMHCEL,
paGorasiunii B 20 B. B ¥Y30e-
KHCTaHE H TAIyGOKO MPOHHK-
IIHA B €ro JIyXOBHYIO H Xyi0-
JKeCTBEHHYIO KyJLTYypy. Ypo-
wenell, Pepransi, Bonkos no-
JIYYHJI XYL0eCTBeHHoe ofpa-
sopanne B [lerepbypre u Ku-
epe, ac 1916 r. xun B Taw-
kenre. HauGonee naogorsop-
HEIl NEPHOJL €ro TBOpYECTBa,
KaK M y GO/bIIHHCTBA MacCTe-
POB €ro NoKoJieHUs, — BTO-
past nonoguHa 10-x — nHaua-
a0 30-x rr. 20 B.

«[Ipopasun hpykToB» —
0JHO H3 CAMBIX COBEPLICHHbIX
B XY/0XKECTBEHHOM OTHOILLe-
HHH MpoH3BeaeHuil Boskosa
kouua 20-x rr. B stor nepu-
0/l B €ro nepecoHaxKax Mnoss-
JNSETCH HEKAA <CBEPXMOILb»,
OHH KAXKYTCHl MPHHAJL/IEHKA-

UHMH K [JIEMEHH THTaHOB,
POXKAEHHBIX OT COM3a 3eMJH
H COJIHIA, HO HaJelleHHbLIX
desosedeckoi aywoi. Kak u
B CO3[aHHBLIX npexie pabo-
Tax, 31ech OLLyULaeTCs Xa-
paKTepHas s XYA0KHHKA
«D0S3Hb NYCTOTBI», MOOYHK-
JlaBlIas €ro 3anoJHATL H3006-
paKeHHsIMH BCe NMpocTpat-
CTBO KAPTHHEI.

Basitble U3 noBceaHeBHON
H3HH MOTHBBI NpHoOperaioT
3feck 060061LeHHbIA Xapak-
Tep. CoxpaHsisi MH3HEHHOCTD,
MNepcoHa)KH NpeTBOPsIOTCs B
MOHYMEHTaJ/IbHbie, BHEBpE-
MeHHble 06pa3sbl; npojaxa
tpyKkTOB Npespauiaercs B
HeKHIi CakpasbHbI pUTya
NpHHOLIEHHA mojoB. Kaxk-
Ibli U3 Tpex JefCTBYIOUIHX

JIMLL HFpaeT MpH 3TOM Tpef-
HA3HAYEHHYIO €My pOJib.
IOHowa Ha 3anHem naaue,
MOJUIe PAKUBAIOLLHI HA ToJoBe
KOpP3HHY (PYKTOB H pa3me-
IEHHBI PSJIOM C apXHTEK-
TYPHBEIM COOPYKEHHEM, 0JIH-
ILETBOPAET HENoKoJeOHMbie
YCTOH HAPOAHOH MKH3IHH.
Myunna caeBa uenpo or-
KPbIBAET CONEpPKHMOE CBOEH
KOp3HHBL. A pacnoJioyeHHbIH
crnpaBa KpecTbsHHH OT/bIXaeT
OT THMXEJNOro TPyAa; B ero
06JIHKE — CO3HAHWE 3HAYUH-
MOCTH CAeJlaHHOoro W Gaaro-
roseHus nepej 60KecTBeH-
HbIM HCTOYHHKOM 3€MHBIX
6aar. OcraBuweecs «3a Kaj-
pOM» COJIHLIE 3aCTaBjafer
«ropetb» (PYKTHl H ynopo6-
JAET apXHTEKTYPHBIE 0GbEMbBI
Ha 3a/lHeM MJiaHe 30J0THIM
cautkam. Oanako, noMumo
COJIHEYHOTO, BCE OCBEILeHO
JAYXOBHBIM CBETOM, HCXOJsi-
LLIHM OT JIHLL Tepoes.,

P1.2

VOLKOV
ALEKSANDR
NIKOLAEVICH

(1886—1957).
“GREENGROCERS"

1928
Canvas, oil, tempera.

102x102 cm.
Inv. no. 6386 I

Aleksandr Volkov is an emi-
nent Russian artist, who
worked in Uzbekistan in the
first half of the 20th century
and developed a deep insight
into its spiritual and artistic
culture. Born in Ferghana,
Volkov studied art at St. Pe-
tershurg and Kiev. Since
1916 he lived in Tashkent.
The most fruitful period of
his creative work was the
time from the late 20s up to
the late 30s of the 20th cen-
tury, that being a common
lot of the majority of artists
of his generation,

“Greengrocers” can be called
one of the most artistically
perfect pieces by Volkov from
the end of the twenties. At
that time a certain “ex-
trapower” emerges in charac-

ters of his paintings, as il
they belong to the race of
Hyperion, born from the
union between the earth and
the sun, but endowed with
human soul. As in previous
works, here one can feel the
“fear of hollow”, which was
characteristic of this artist
and caused him to fill the en-
tire space of the painting
with images.

Motifs imported from every-
day life assume generalized
character here. While retain-
ing vividness, the characters
are transformed into monu-
mental, atemporal images;
greengrocery becomes some
sacred ritual of offering of the
fruits. Each one of three per-
sons plays his role. The lad
at the background, holding a
lug over his head and placed
next to architectural struc-
ture, represents unwavering

foundations of folk life. The
man to the leit reveals iree
heartedly the contents of his
lug, while the peasant placed
on the right side takes him
ease from toil. One can feel
his awareness of the impor-
tance of his labour and ven-
eration for the divine source
of worldly goods. The sun
leit “offscreen™ makes the
fruits “burn”™ and likens the
background architecture to
massive gold. Yet not just
the sunrays, but also the in-
ward light, emanating from
the faces of the characters,
perfuse the painting.
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Ha. 3

YALLIA M PUTOH
AM®OPOBH/IHbIV

TyprMenncTan,

Tawayackan 06aacTb.

Kyneropuit uentp Kananw-rup 2.
IV=II BB. 20 H.3.

luna, opuosxa u o6mouxa
Ha 20HYAPHOM KpY2e,
ommuchymuiil peived,
arneofiuposatue,

B. 8.5 cm, om. 16,8 cu.

B. 23,3 cm, dm. myaoaa 15 cu.
Hre, M 846 Kp-1V, 44731 kn

IMocne Kpywetns aepmasbl
Axemenunos B Kouue 4 B. 10
H.9. Ha UCTOPHYECKO# clieHe
NOSABJSETCS CAMOCTOATE k-
Hoe [lpeeHexopesmuiickoe
rocy/llapeTBo, KOTOPOE 3aHu-
MaJlo 1eJIbTOBOE MPOCTpaH-
CTBO B HU30BBAX AMyIaphH.
B 4-2 BB. 10 H.3. 31ech
thopmupyeTes cBoeobpazHas
Ky/JbTypa, BoGpaBiuas B ce6s
JqyduIde TPagHiLHKH JPeBHHX
KyaeTyp Mpana, CesepHoii
Meconoramuu 0 Boctounoro
3akapkasba. HauGosee sipko
XapakTepHbie YepThl 3ITOM
KYJIBTYPLI MPOABJAIOTCH B Ke-
paMHYECKOM NPOH3BOJCTRE,
Hanenns xopeamuiickux rom-
YAPOB OTJIHYAIOTCA BLICOKHM
KAYeCTBOM 4Yepenka u Tia-
TeNbHOH 06paboTKON MoBepx-
HOCTH, KoTopasi 0GLIYHO 110-
KPBIBaJach MIOTHBIM Kpac-

HpiM anrofom. OGKHT Npous-
BOJIMJICS B JIBYXbSIPYCHbIX
ropHax NpH Temiepartype He
menee 900 rpaaycos. Yauwa,
HalleHHas BO BpEeMsA pacKo-
noK Kyastosoro mentpa Ka-
Jajbl-reip 2, ABAAETCA TH-
NUYHBLIM 06pa3lLoM napaaHoi
CTOJIOBOH KEPAMHKH. YUHTHI-
Basl TO, 4TO OHa Gblja Hafiie-
Ha B Xpame, MOKHO Npeino-
JlaraTh ee HCNoJb30BaHHE BO
BPEMSI PHTYAJLHBIX BO3JIHA -
HHH, CONPOBOMXKAABLINX 06ps-
Ikl IPEBHHX XOPE3MHILER,

Hpyroii cocyn u3 Kananbi-
reip 2 — ambopoBHAHbIA PH-
TOH € JIByMS PyYKamH, Ha
BEPXHEH Y4acTH KOTOPhIX ry-

GOKHM LITAMIIOM OTTHCHYTBI
MOP/Bl JIbBOB, — [0-BHIAHMO-
My, TAKIKE HCIMOJb30BAJCS BO
BpPeMS PEJHTHO3HBIX PHTYya-
nos. U3 vero moram pazan-
BaTh BHHO WJH XaoMy — CBfi-
LeHHBIA HANKTOK 30p0acT-
puitues. OBpasiom s pu-
TOHA, HECOMHEHHO, MOCHYKH-
JIH COCY/Ibl H3 AParoleHHbIX
METaIoB (30J10Ta H cepet-
pa), NPoOH3BOAMBLIHECH B
Hpane. Mpanckne nazenus
OBl M3BECTHBI 1AJIEKO 32
npejenamu AxemeHHICKOI
Aepxapbl. ONHAKO TOJBKO HA
TepputopuH Xopeama u3ro-
TABJAHBAJN COCY/bI, NOApaA-
HKaBLIHE H3ACJHIM HPAHCKHX
TOPEBTOB, HO ABJIABLIHECSH
camu 1o cebe NpoU3BENeHHs -
MH TOHYaPHOTO HCKYCCTBA.

PL.3

BOWL
AND AMPHORAL
RHYTON

Turkmenistan, Tashauz region.
Kalali-gir 2 ritual centre.
4th—2nd centuries B.C.

Clay, throwing and turning on
throwing wheel,

stamped relief, slipping.

H. 8,5 cm, dia. 16,8 cm.

H. 23,3 cm, dia. of body 15 cm.
Inv. nos, 846 Kp-1V, 44791 &kn

After the dissolution of the
Achaemenid Empire in the
late 4 century B.C. an inde-
pendent Ancient Khwarazm
polity emerges at deltaic
area of the Lower Amu-
Darya. Unique culture,
which amalgamated the cul-
tural heritage of ancient
Iran, Northern Mesopota-
mia, and Eastern Transcau-
casia, developed here
through the 4th—2nd cen-
turies B.C. Distinctive fea-
tures of this culture identi-
fied themselves most vividly
in ceramics. High quality of
shard and elaborate working
of the upside, which was
usually covered with thick
red slip, note the ware of
Khwarazm potters. The pot-

tery was burned in double
floor kiln under approxi-
mately 900°C. The bowl,
found during the excava-
tions at ritual centre Kalali-
gir 2, is a type of state din-
ner pottery. As it was dis-
covered inside the temple,
one can anticipate its usage
for ritual libation, which ac-
companied the rites of an-
cient Khwarazmians.

Another vessel from Kalali-
gir 2 is an amphoral rhyton
with two handles, on the
upper part of which lion
head was stamped deep.
Presumably, it was also

used for some ritual pur-
poses. It could serve to
pour wine or haoma, the
sacred drink of Zoroastri-
ans. No doubt, it was mod-
elled on vessels of precious
metals (gold and silver)
manufactured in Iran. Per-
sian goods were known well
beyond the Achaemenid
Empire, still only in Kh-
warazm the vessels, which
imitated the articles manu-
factured by Persian toreuts,
became the products of ce-
ramic art.
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Ha. 4

PUTOH

TypkmenucTan,

Tawayackan o6aacTs.

Kynerosuifi uentp Kananwi-ruip 2,
IV—=II B8, 10 H.5.

luna, popuoska na eonwapron
Kpyee, AenKa, OMmUCHYmuid
wmasn, pessiia.

B. 22 cm, dm. yemos 13,2 en.

feast

B xynoxecTBeHHOH Kepamuke
Xopeama 4—2 BB. 10 H.3., 2
K 3TOH KaTeropuH OTHOCHTCH
GOMBIIHHCTBO KYJLTOBEIX CO-
CYIOB, HalileHHBLIX B Npolec-
ce packonok, HaufoJee spKo
NPOSIBJISCTCH BJAHAHUE JIPeB-
Hell HHAOHpaHcKo# MUpoOIOo-
rui. OGpassl MeJKoil njac-
THKH H CLLEHbI, BLINOJHEHHBIE
B TexXHHKe pesbeda Ha naoc-
KOH CTOPOHE KepaMHUYeCcKHX
tasir, B Goabluel HJH B
MeHblleH CTeneHH CooTBeT-
CTBYIOT MH(OJOTHYECKHM Cl0-
JKEeTaM, KOTOpbie YacTHYHO
JIOUIIH JI0 HAC B TEKCTaX
«ApecTol» n «Purseasi».
[Mepex namu npencraer ue-
Jbli paa MudHdeckux obpa-
30B M nepcoHaxeil, 3aneuart-
JEHHBIX HA KepaMHYeCKHX H3-

Onuoit #3 HanGonaee MHOTO-
YHCAEHHBIX KaTeropHi TakHX
H3JeNHH ABAAIOTCA PUTOHBI —
cocynel B popme pora, KoTo-
pble H3roTaBJAHBAJHCL H3 Me-
Tal1a, KepaMHKH WJH CJOHO-
Bo#i KoetH. OHH 06bIYMHO 3a-
KaH4YHBAJIHCh MPOTOMOM JKH-
BOTHOTO WK MHoJOrHYec-
Koro cyuectea. B Xopeame
HHAKHAA 4acTh GOJLIIHHCTBA
KepaMHYeCKHX PHTOHOB (op-
MOBaJach B BHIE T0OJIOBbI
KOHfl — JKHBOTHOTO, CBSI3aH-
Horo ¢ Kyasrom Coanua. Pu-
TOH, Ha#haennsiii Ha Kananbi-
reIp 2, IBASIETCSH YHUKAb-
HeiM. Bo-nepBrix, o HMeeT
pyuky, uto, B o6uiem, He Xa-
PAKTEPHO A 3THX COCYIOB.
Bo-BTophiX, y Hero Her npo-
TOMBI, @ MH(ONOTHYECKHH
nepcoHax — Gopoaathlii ye-
JOBeK ¢ poramu OGbika — mo-
MellleH B LEHTPaJbHONR 4acTH

o6pasa npeicTaBjsAeTcs 1o-
BOJIbHO caoxHOo#. C onHo#
CTOPOHBI, €r0 MOXHO TPAKTO-
BaTh kak [onotwaxa — mu-
thudecKoro yedoseka-0ObiKa,
accouuupyemoro ¢ Mumoit,
NnepBbIM LIAPEM B dBECTHIC-
Koit mudonorun. C apyroi
CTOPOHBI, €0 MOXKHO CpaB-
HHUTHL ¢ Bakxom wam catipom,
ofipazaMu, WHPOKO pacnpoc-
TPaHEHHBLIMH B 3JJIHHHCTH-
veckoi Kyastype Boctoka. B
moBoM cayuae 37o MHbo0-
rHYecKHH nepconax, Geayc-
JIOBHO, KAKHM-TO 06pa3oM
CBA3AHHBIH C KYJLTOBLIM pH-
TYanoM, B KOTOPOM HCIMOJb-
30Ba/iCsl PHTOH Kak cocyi Ans

No 44782 kn JENHAX. cocyna. CemanTuka 3Toro BO3JHAHHH,
Pl 4 The artistic pottery of Kh- Rhytons, or horn-shaped complex. On the one hand,
RHYTON warazm from the 4th—2nd vessels made of metal, clay he can be identified as Go-

Turkmenistan, Tashauz region.,
Kalali-gir 2 ritual centre.
4th—2nd centuries B.C.

Clay, throwing on
throwing-wheel, hand-modelling,
stamped relief, carving.

H. 22 ¢m, dia. (rim) 13,2 cm.

No. 44782 kn

centuries B.C., and such
are the majority of ritual
vessels discovered during
excavations, demonstrates a
manifest influence of an-
cient Iranian mythology in
the most striking way. Im-
ages of small forms of plas-
tic arts and scenes, depict-
ed in raised relief technique
on the flat side of clayware
flagons, correspond more or
less to the subject matter of
myths, partially preserved in
the texts of “Avesta” and
“Rgveda”. Thus, a variety of
mythical images and char-
acters captured in clayware
present themselves to the
eye of the beholder.

or ivory, are one of the most
numerous types of such
ware. As usual, they had a
protoma of an animal or
mythical creature as their
lower part. In Kwarazm the
lower part of many clayware
rhytons was shaped as a
head of the horse, an ani-
mal associated with solar
worship. The rhyton un-
earthed at Kalali-gir 2 is
unique. First, it has a han-
dle, which is quite excep-
tional for this kind of ves-
sels in general. Second, it
lacks protoma, while the
mythical creature, a bearded
man with ox horns, is
placed on the central part
of the vessel. Significs of
this character is rather

potshakh, a mythical man-
bull, who is associated with
Yima, the first monarch in
Avestian mythology. On the
other hand, he resembles
Bacchus or satyr, the char-
acters well known in Helle-
nistic culture of the Orient.
In any case, its beyond
doubt, that this mythical
creature is somehow related
to the ritual, for which this
rhyton was used as a vessel
for libation.
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Ha. 5

YALIA

YaGexuctan,
Camapkaujickan 064acTh,
ropoaniie ypmen.

X — navano XI B,

Funa, poprosKa Ha ONHAPHOM
Kpyee, Geavitl aneod, pocnuce,
2PABsUpOaKa, 21a3yps.

B. 8 cu, du. 26 cu.

Hue. Ne 635 Kp-IV

TexHuka npou3BoicTBa ria-
3ypOBaHHOH KepaMHKH 1o-
apunack B Cpenneil Azun
JIMLIL nocje apaGeKkoro 3aBo-
epanusa, Hauunas ¢ 9 B. rna-
3ypoBaHHbIe M3]e/Hs LWHPOKO
pacrnpocTpaHmIHCh M0 BCEM
OGIIMPHBIM TEPPHTOPHAM,
BolLlelliMM B cocTas ApaGe-
Koro xanugara. Buauane ka-
4eCTBO Mocyabl ObiI0 elle
HeCOBEpILEHHO, IM1a3ypb OC-
TaBajlach MYTHOH, HEMpOo3-
pauHoii, He GblIH paspaboTa-
Hbl CBOH OPHTHHAJbHbIE TPH-
eMbl opHamenTtaund. Ho
oueHb ckopo, yxe B 10 B.,
H3/1eJIHsT CAMAPKAHACKHX TOH-
4apoB MOTJIH CONEPHHYATH C
JqyqlIHMH o6GpasilamMi pemec-
neHHBIX LenTpos baunxuero H

Cpeaniero Boeroka. Touko-
CTeHHBIE Yalld M3roTaBJHBa-
JIHCh M3 BLICOKOKAYeCTBEHHOM
FJAMHBL H MOKPBIBAJHCh YHC-
ThiM, GeJsiM anro6om. bedblil
thoH npenocTaBasAa Heorpa-
HHYEHHBIE BO3MOMHOCTH
thanTasuK macrtepa, pacrnuchbl-
BaBllero mocyay. 1o MOLIH
ObITh H H3bICKAHHBIE KaJJIHT-
padHyecKHe HAAMUCH, H pas-
HOOOGpA3HBIE pACTHTE/IbHbIE
MOTHBBI,

Yamia, HaiilenHas npH pac-
KOMKax CPQﬂHeBEKOBOI‘D no-
cenenus nox CamapkauioMm,
JaeT rnpexpacHblii obpaseu
OIHOTO H3 H3J100JeHHbIX ClO-
HeTOB paCTHTE.ﬂbHOFO JeKopa
10 — wauana 11 B. — CTHJH-
soBatHbie GykeTbl. Chaepxkat-
HOE IIBETOBOE COYeTaHHe KO-
PHHYHEBOTO H TEPPAKOTOBOTO,
HasiuiHan pCIC]'IHCb. J0noJ-
HeHHas rpaBHPOBKOMH, CBHIE-

TENLCTBYIOT O BBICOKOM TPO-
deccHOHAH3ME H XY0Ke-
CTBEHHOM BKyce aBTopa. Pu-
CYHOK He 3dHHMaeT BCHO NO-
BEPXHOCTL M3jenins, croboa-
Hblil Gedblit oH npuaaeT
0Co0YI0 JErKOCTh KOMIO3H-
1HH. JTI060NBITHA HHIMBHILY -
anbHas CcyabOa ITOH 4YallH.
Eule B ApeBHOCTH B €€ CTEH-
Kax Obl1H MonapHo npoceep-
JeHbl AKKYypaTHble MaleHbKHe
otBepeths. o cux nop B
Cpeateit Aauu takum o6pa-
30M PEMOHTHPYIOT TPeCHYB-
Y10, HO JIOGHMYIO MOCYLY: B
OTBEPCTHSI BCTapJjsercs To-
HeHbKasi MeHasl MpoBOJIoYKa,
CTArHBAIOLLARA MOBPEHIAEHHBIC
mecTa. Buaumo, npexkpacuas
yawa Owlia ocoGeHHo aopora
BJ4Je/bLY, H OH, CKOJILKO
MOT, CTapajcs NPoLIHTL ee
HH3Hb.

PL.5

BOWL

Uzbekistan,

Samarqand region,

hillfort of Durmen.

10th or early | Ith centuries.

Clay, throwing on
throwing-wheel, white slip.
painting, engraving, glaze.

H. 8 cm, dia. 26 cm.

Inv, no. 635 Kp-1V

The manufacture of glazed
ceramics was introduced to
Central Asia only aiter the
Arab conquest. Since the
9th century, glazed ware
spread across the vast do-
main of the Arab caliphate.
Early on the ware was of
inferior quality, with turbid,
opaque glaze, and no origi-
nal ornamentation tech-
nique has been developed
yet, Nevertheless, very
soon, already in the 10th
century, produce of Samar-
gand potters could rival the
best specimens from artisan
centres of the Near and
Middle East. Thin-walled
bowls were made of fine
clay and covered with clear

white slip. White back-
ground provided unlimited
options for potter’s fancy.
He could cover it with ele-
gant calligraphic writing or
various floral designs.

The bowl, found while exca-
vating a mediaeval settle-
ment near Samarqand,
bears a fair example of styl-
ised posy, which was one of
the favourite motifs of floral
design through the 10th -
early 11th centuries. Unde-
monstrative colour mix of
brown and terra-cotta, ele-
gant painting, complement-

ed with engraving, show a
great skill and artistic style
of the potter. The design
does not cover the whole
surface of the ware, and
clear white background
gives it unique ethereality.
The bowl has an interesling
history of its own. Pairs of
small holes were carefully
bored in its walls already at
an early age. Even nowa-
days there is a custom in
Central Asia to repair
flawed ware, which the
owner holds dear, that way;
a thin copper wire is insert-
ed into the holes to draw
the damaged parts together.
This apparently was the
case with our beautiful
bowl, which owner tried to
lengthen its lifespan as
much as he could.
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Ha. 6

YALIA

Yatexucran, Camapkani.
Kounew X — navano Xl a.

Tuna, dhopuosra na 2onsapros
Kpyee, wepHbiil aneof,

pocnucs, a1aypo.

B. 8cm, du. 23 cu.

Hua. N 575

Kpyr nekopatuBHbix npue-
MOB, npuMensiBinxes B 10 B.
cpeJHea3HaTCKHMH MacTepa-
MH-KepaMHCcTaMu, 6bl1 Bech-
Ma wHpok. OJIHAM W3 TaKHX
MPHEMOB CTaA0 HCN0Jb30Ba-
HHE B KadyecTse hoHa He
TOJbLKO TPaJHUHOHHOTO Geso-
r0, HO M HACBHILIEHHOTO OT-
TeHKa 4YepHoro aHrota. Yep-
Heifl oH obJanaeT yiHBH-
TeNbHLIM CBOHCTBOM: JIIOGOH
GoJiee CBET/LIH TOH, HaHe-
CeHHBI Ha Hero, NposBaAeT-
csl 0cOGEHHO IPKO, HA4YHHAET
OyKBa/lbHO CBETHTLCH, MpPH-
ofipeTaer 06BEMHOCThL. DTOT
apheKT Obla MPEKPACHO H3-
BECTEH XYAOMKHHKAM PAIHBIX
3nox W Haponos. MM yacro
noas3osanacsa Huko ITupo-
CMAHALUBHJH, NOCTHIAA YIH-
BHTEJLHOrO BreYaTJAeHHs
CBOHMH KapTHHaMu, GoJbluas

YACTh KOTOPLIX Obla Hanuea-
Ha Ha YepHOH KJeeHKe.
HMmenno no stoil ke npuunHe
IOBEJIHPhI TAK JIFGAT BHICTAB-
J5iTE CBOH [paroleHHbie H3-
JeJiust Ha YepHoM Oapxare.

Yaura u3 cobpanua my3des —
npekpacHbil oOpasel mac-
TEPCKOTO HCNOJL30BAHHA J1e-
KOPATHBHBLIX BO3MOMKHOCTEH
poCIHCH Mo YepHoMy dony. B
KepaMHKe caMapKaHICKHX
mactepoB 10—11 BB. cyute-
CTBOBAJIM JIBE TEHIEHLHH B
OpHAMEHTALMH H3JeNHH.
[lepsoe HanpaBjenue crpe-
MHJIOCH He Meperpyxartb pH-
CYHKOM MOBEPXHOCTh, OCTAB-
JATh KaK MOXKHO GoJiblie
cBoOOIHOTO MPOCTPAHCTRA,

JIHIIb CJETKA OPraHu3ys ero
KOHTPACTHOH TOYKOH B LIEHT-
pe HJH Y3KHMH 110J0CKaMH
POCTIHCH MO Kpaio cocya.
3T0 NpHaaBanao HeoObIKHO-
BEHHYIO JIETKOCTb H JIdKOHH3M
Beell KoMnoauunn. Bropas
TeHAEHILHA 3aKJl04aNach B
CTpeMJIEHHH MaKCHMabHO
3aM0JHHTL OPHAMEHTOM BCIO
HMEIOLLLYIOCH MOBEPXHOCTD.
HecoMmHenHo, Haila uaia
pacrnucaia B COOTBETCTBHH C
stoit uaeei. [losca nepnos,
LEMOYKH CTHAH3OBAHHKIX pac-
THTEJIBHBIX MOGEroB MoKpsi-
BaloT yawy ueankom. [1pn
3TOM HE CO3JaeTca olLylle-
HHE MEePerpyKeHHOCTH, Tak
Kak KpectooOpasHo pacroso-
MeHHble Ha JIHe JIenecTKH
KOHTPACTHOrO KPacHOoro LBe-
Td CTPYKTYPHO OpPraHH3yioT
BCIO KOMIMO3HLHIO. SIpKuii,
cBeTAMACA Gellblil OpHAMEHT
NpHAaeT BCel BEULW Npasjl-
HHYHBIH W HAPAIHLIH BHI.

Pl 6

BOWL

Uzbekistan, Samargand.
Late 10th — early 11th centuries.

Clay, throwing on throwing-wheel,
black slip, painting, glaze.

H. 8 cm, dia. 23 cm.

Inv. no. 575 I

The scope of decorative
techniques applied in the
10th century by Central
Asian potters was very
broad. Among them was the
employment of deep black
slip as a background along-
side with common white
one. Black background pos-
sesses a remarkable feature:
any lighter colour, applied
to it, comes out particularly
bright, literally starts to
shine and gets a three-di-
mensional form. This phe-
nomenon was well known to
artists of different epochs
and peoples. It was used
extensively by Niko Piros-
manashvili, who achieved
amazing effect with his
paintings, most of which
were made on black oil-
cloth. Jewellers are so fond
of displaying their precious
produce on black velvet for
this very reason.

The bowl from the Muse-
um'’s collection is a fine
specimen of masterly utili-
sation of design options, oi-
fered by painting over black
background. Samarqand
potters exhibited two trends
in decoration of the ware in
the 10th and 11th centu-
ries. The first one was not
to overwork the surface with
design, to leave as much
free space as possible, giv-
ing it a slight organization
by placing a contrasting
point in the centre or nar-
row strips of painting on
the rim of a vessel. That
gave the composition
unique ethereality and la-

conism. The second trend
was to cover the surface
with design to the maxi-
mum. No doubt, our bowl
was painted in accordance
with this idea. Pearl bead-
ings and chains of stylised
bines cover the bowl. It
does not give an impression
of overwork, as petals of
contrasting red colour
painted crosswise on the
bottom arrange the compo-
sition structurally, Bright,
lustre white design makes
the article look vivid and
ornate.
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Ha 7

YALLIA

Vabexucran, Camaprant X 8.

Nuna, doproska na eonvaprom
Kpyee, Kpackuil aneos,
pocnucs, 2aa3yps.

B. 12 cm, dm. 33,5 ca.

Hua. M 515 1

[To cpaBHeHHIO ¢ pacTHTEb-
HBIMH H FeOMeTpPHUECKHMH
MOTHBAMH 300MOpdHBIE CI0-
JKeThl B JIEKOpe CpejlHeasHar-
ckoil kepamuku 10 B. BeTpe-
YAlOTCH JIOCTATOUHO PEIKO.
Tem Gosee HCKMOUHTENbHBL
OIMHOMHBIE M300paMeHHs M-
BBIX CYLWIECTB, HE NPOCTO
BKJIIOYEHHBIE B 061LyI0 OpHA-
MEHTAJBHYI0 CXeMY, 4 Hecy-
IHe BIOJIHE OMpeeeHHYI0
CMBLIC/I0BYIO Harpysky. Ha
NpeacTaBIeHHON 3/1ech Yalle
Mbl BHAHM KpyiiHyio durypy
KOHS, NOMEIIEeHHYI0 Ha TeM-
Ho-Kpaciom doue u 3annma-
HOLLLY 1O HPBKTH'{ECKH BCH)
BHYTPEHHIOIO TOBEPXHOCTL H3-
aenus. OGMHK KHBOTHOTO
CHJILHO CTHJIH30BaH, MHOTHE
JeTajli nepejatsl BechMa yc-
JIOBHO, HO, TEM HE MEHee,
BINOJIHE ACHO, 4TO 3TO B3HY3-
NaHHbLI W ocemaHHbil Goe-
BOI KoHb. [ToBepx cenna,

H306p£l)KCH HOro B BHJe IBYX
«ropOoB», HaJleT 3aLIHTHLIH
MaHlUHPb, NOKPLIBAIOWKHA KOHS
NOYTH UEJHKOM, BHH3 OT cejl-
Jla OTXOHT peMeHHas JeHTa,
npejHasHaveHHas /s Kpern-
JieHus erpemend. Macrepom
Obla NPeANpPHHATA HECKOJIbKO
HaHBHAS TMONbITKA HAPHCOBATH
turypy B aswkennn. Konb B
NpeiacTapJeHHH MHOTHX HHAO-
HPAHCKHX HAPOMOB — Cylle-
CTBO CakpajbHOe, OJIHLETBO-
penne GoxecTea, vallie BCEro
COJIIPHOTO MPOHCXOMKIEHHS.
Ho oH u HeoThemsemasn co-
CTaBAAIOUAsT MH(OJOIHYeCKO-
ro W 3nu4eckoro ofipasa
Haps-pcaaHHKa. TO, HTO Ha
yalle nepej HaAMH MpejicTaeT

KOHB B [10JHOM G0€BOM CHa-
PSIAKEHHH, TOBOPHT O TOM, UYTO
3/1ech OH BBLICTYMAET HMEHHO B
MIMOCTACH HOCHTENS llap-
cTBeHHOH JnuHocTH. He cay-
4aHHO W NPHCYTCTBHE NTHUL,
napsiiiei 3a roJioBoi KoHs:
N0 BCEH BHAHMOCTH, 3TO O/IHO
U3 BOIVIOLLEHHH ¢apHa
(ghapp). PapH B 10HCTAMCKHX
BEPOBAHHAX HHAOMPAHCKHX
HAapOLOB CHMBOJIH3UPOBAJ 1M0-
HATHE cakpaibHoro GJaarocao-
BEHMs, CIOYTHHKA noGebl,
BEICLIEr0 GOMECTBEHHOTO
Aapa, KoTophiM o6JajaeT He-
THHHbBIA npasuTednb, Takum
00pa3oMm, BCH KOMIO3HILHS
oJIHLeTBOpsNa obpa3 uaps-
nobeanreds. YeJIOBHOCTD
naofpaxKeHus npHiaer sced
ciiene GoabKAOPHBIH, CKasod-
HbIH XapakTep.

PL7

BOWL

Uzbekistan, Samarqand.
10th century.

Clay, throwing on throwing-
wheel, red slip, painting, glaze.
H. 12 ¢m, dia. 35,5 cm.

Inv. no. 515 Ml

Zoomorphic design is rather
uncommon to ornamenta-
tion of Central Asian ce-
ramics from the 10th centu-
ry as compared to floral and
geometric ones. Individual
depictions of living being,
not just added in overall or-
namental arrangement, but
bearing a distinctive con-
ceptual meaning, are even
more exceptional. The bowl
shown here bears large im-
age of a horse painted
against wine-dark back-
ground so as to fill the in-
terior almost entirely. The
image is highly stylised,
with quite a few details pre-
sented most tentatively, yet
it is quite evident, that this
is a snafiled and saddled

steed. Atop the saddle de-
picted as two “humps”
there is protective armour,
which bedights nearly the
whole body of the steed.
Down from the saddle
comes a belt strip for hold-
ing the irons. The master
made a rather naive attempt
to depict the figure in mo-
tion. The steed is believed
by many Indo-Iranian peo-
ple to be a sacred creature,
an embodiment of divinity,
most commonly of solar ori-
gin. At the same time he is
an integral component of
mythologic and epic image
of equestrian monarch. Full
arming of the steed on the
bow! suggests that here he
acts preeminently as a vehi-
cle of a royal self. The pres-
ence of a bird hovering be-

hind the head of the steed
is also not incidental, for
apparently it is one of the
incarnations of farrah. Ac-
cording to pre-Islamic be-
liefs of Indo-Iranians, far-
rah symbolised the idea of
sacral blessing, companion
of victory, and the highest
celestial boon, of which the
genuine ruler becomes a
possessor. The composition
as a whole thus represents
the notion of a triumphant
monarch. Tentative manner
of depiction gives this ar-
rangement a folklore,
fairytale touch.
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Ha. 8
KOBEP
Typrmenncran. Cepennna XIX 8.

[llepeme, sopcosoe mxavecmeso,
287x214 cu.
Hus. N 1431 11T

B Typkmenuncraue, rae 3na-
UHTEJLHAS YACTh HACENEHHS
BeJla KOYeBOH HAH MOJyKoye-
BOH 00pa3 KH3HH, KOBEp sB-
JSJICH HENPEeMeHHOH npuHan-
JIEHHOCTBIO Kaxaoro goma, C
PAHHEro NeTCTBA JeBOYEK
00y4aIn CIA0KHOMY HCKYCCT-
By KoBpoTkauectea, [locre-
nenno obperas MacTepeTBo,
JEBYLIKA rOTOBH/A cebe npH-
NaHoe, COCTOodAILee B OCHOB-
HOM H3 KOBPOBBIX H3ZIeJHii.
Hx 6o MHOrO, M Kamuwblii
BHIMOJIHAJ OMpPe1e/eHHYI0
dyukunio. Tak, B opTe BHCe-
JIH CYMKH, 3aMeHSIOLLHE (LKA -
(bl W CYHIYKH, HAa GOJBLIOM
KOBPE X@Abl B TOPIKECTBEH-
HbIE JHH CHAEJH [OCTH.
[Muiko ykpawanes sepbawon,
BE3YLIHHA HEeBeCTy B J0M Ke-
HHXa: LIS HEro TKaJH Ha-

TPYAHHK, HAKOJEHHHKH, 00-
KOBBIE TIOMOHBI ACMAATbIKL W
Haxe Wanoyxky dyé oamasix.
LisetoBas raMmma TypKMeHc-
KHX KOBPOB OTJIHYA€TCsl 0CO-
Go#l clepKanHOCTLIO W Gaia-
ropoacTeomM. OCHOBHOH uBeT
B HHX KPaCHBIA, HO B pa3Hbix
KOBpax OH OTJHYAeTCH HAChl-
LIEHHOCTbBIO, TyGHHONM K 3BY-
uaHueMm., Ecan B TeKHHCKHX
KOBpax KpacHblii uBeT —
adblil, TO B HOMYACKHX M ca-
JOPCKHX OH HMEET BHIIHE-
Bble, BHHHbIE OTTEHKH, TJIy-
OGokHe u GapxaTHCThe, CpelH
KOTOPHIX 0COOEHHO KpacHB
T4K Ha3blBaeMbli «uBeT Obi-
ubeid KpoBu». B capeikckux
KOBPOBBIX M3JIEHAX KPaCHbIH
npuoGpeTaeT KOPHYHEBATO-
LWOKOJNEAHbIE OTTEHKH, He-
CKOJILKD 3arafiounble u riy-
xue. Bo Bpemst TopxkecTBeH-
HOTO MHPa B MOJYOCBElLEH-
HO#H 10pTe KOBPLI, KOBPOBLIE

CYMKH Ha CTeHax 3arafoyHo
MEPLLAKT, KaK 3aTyxalollee
naama Koctpa. JlparoueHHsi-
MH HHKpyCTalUsAMH, npoGu-
BAACh CKBO3b 00LLHH Kpac-
HbIH QOH, MATKO CHAIOT
BKpanjenns 6esoro, Keato-
ro, 3eJIeHOBATO-0JHBKOBOIO H
CHHEr0 1BETOB, KOTOPbIMH
BLIMOJHSAIOTCA MeJKHEe JeTanu
yaopa. [TpaBuibHLIMH pAgaMH
pacnofokensl MelalboHbl
2€Al — 3HAKH, TOBOpALLHE 0
MJIeMeHHOH NPUHALITEXKHOCTH
H3roToBMTENA KOBpa. Typk-
MEHCKHe H3jieJiHs, 0coGeHHo
TeKHHCKHE KOBPBI, OJHH H3
KOTOPBIX MPeJICTaBJeH B ab-
Gome, ueHATCH BO BCeM MHpe
34 HX TeXHHYECKoe coBep-
LIEHCTBO M BBICOKHE JeKopa-
THBHBIE KayecTea.

PL8

CARPET

Turkmenistan. Mid-19th century.
Wool, pile technique.

287x214 cm.
Inv. no. 1431 I

A carpet served an indis-
pensable accessory in every
house in Turkmenistan,
where the majority of popu-
lace led a nomadic or semi-
nomadic way of life. Since
early childhood the girls
were trained in complex art
of carpet weaving. While
gaining in skill gradually,
the girl would make her
dowry consisting mainly of
tapestry. The carpets and
tapestry were numerous and
each article served its spe-
cific function. Thus, there
were bags in the yurt,
which substituted the lock-
ers and chests; on solemn
occasions the guests were
seated on large kRhaly car-
pets. The camel, which car-
ried the bride to the

groom'’s house, wore a
splendid dress, and a
breast-collar, a knee-piece,
side blankets, called asm-
aldyk, and even duye
baslyk hattock were woven
for him. Turkmenian carpets
are noted by distinctively
modest and exquisite range
of colours. The red serves a
basic colour, but in different
carpets it varies in depth,
intensity, and sounding.
While it is scarlet in Tekkes
carpets, in Yomud and
Salors ones it has cherry,
wine gradations, deep and
velvet, among which the so
called “oxblood™ is the most
beautiful. In Saryk tapestry

the red assumes browny-
chocolate shades, somehow
arcane and vague. Like fad-
ing flames of a fire, the car-
pets and carpetbags on the
walls gleam mysteriously
during the solemn feast in
scarcely illuminated yurt.
The droplets of white, yel-
low, mulatto green, and
blue colours, employed to
weave the fine details of the
pattern, shine soltly against
the red background as a
precious inlay. The roundels
of gels, the signs showing
tribal identity of the weaver,
are arranged in regular
rows. Turkmenian handi-
work, especially Tekkes car-
pets, one of which is shown
here, is much valued world-
wide for its technical excel-
lence and high decorative
quality.
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Ha. 9

BJTIOJ1I0 Y YAILIA

Yabekueran, Oeprana.
1908 1. Koneu XIX a.

luna, gropuoaxa na xpyze,
pochuce, aiasype.

Au, 31 em. 12,5x18,8 cu,
Hua. No 1172 111, 1173 111

XynoxectaeHHas Kepamuyec-
Kad nocyna Beerna siBjisijiach
YKpalleHHeM NpasiHHY HOro
croga, Bephee, dacmapxa-
HQ — CKaTepTH, TaK Kak
Tpanesa y napojpos Cpeaneit
A3HH He npeaycMaTpHBasa
Ha/nH4He croqa. Toct pacca-
HBAJHChL BOKPYr Aacrapxana,
YCTABJIEHHOIO SICTBAMM: Ha
GoJbIIOM MOJAHBHOM Gaiofe
BBLICHJIACH FOPKA JLIMSALLErocs
na0Ba, B ry0oKHe Yallll pa3-
JIHBAJH CyN — LIYpINYy, H3 Ma-
JIEHBKHX MMHAJ NMHJH Yai, a B
Hawax ¢ KPbllKOH BEIHOCHJIH
cnanocti. Popmer ctapoi no-
cylbl GbliH GoJiee MPHXOTIH-
BBIMH H PazHOOGPA3HBIMH 110
CPABHEHHIO C H3IRJIHAMH KOH-

ua 19 — navana 20 8., Tax
KK B 3TO BpeMs roHuapHoe
PeMeC/IO HCIBITLHIBAET HATHCK
thasiuca u dapopa dhabpuu-
HOTO NPOH3BOACTBA, MOCTY-
naswnx u3 Poccuu u Kuras.
Tem ne menee, ronuaphl apes-
HHX KePaMHYECKHX LIEHTPOB
®epransi, Xopeama, Camap-
KaHackoii u Byxapckoii ofna-
CTell MPOOJIKAIOT CO3aBaTh
IJ1a3ypPOBRAHHYIO MOCY1y ¢
rpyGoBaThiM HepenKkom, pac-
MHCAHHYIO KHBOMHCHBIMH Yy30-
paMH B COOTBETCTBHH C MeCT-
HBIMH TPaJHIHAMH,
[puMepoM MOryT caymuTh
yaiia u OJI0/10 H3 KOJJIEKIHH
My3es, BBINOJHEHHLIEe B tep-
raickom ctuie. Cunme yaopbi
¢ TeMHO-KOPHYHEBLIM KOHTY-
pOM HYETKO BBIACJHAKOTCH HA

Gesom aHroGHpOBaHHOM
(oHe, pACTHTENLHLIE MOTHBLI
COYeTalTCH ¢ H3o0paXKeHHeM
KYBILHHOB, HOMeH, OHpI030-
BbIM pelleTyaTsiM OOpaIopoM.
Kepamnka Xopeama noxoxeii
CHHe-GHPI030BOH raMMmbl oT-
Jauydaerca Gonee abCTpakTHON
OpHameHTauuel, HaMOMHHAIO-
el apXHTeKTYPHBLT leKop.
Macrepa uz llaxpucstaa u
Twxknypana npeanountann ze-
JIeHBIi M 30JOTHCTHIA 1BeTa.
[TpuBsizaHHOCTh MecTHOTO
HACEJIEHHS K TOHYapHO# no-
cylle, BO3MOMKHO, CBfA3aHa ¢
0CcoGbIM OTHOLIEHHEM K Ca-
MOMY MaTepHaJgy, H3 KOTOpo-
ro oHa jnenanacb. [nuna cuu-
Talach PHTYaNbLHO YHCTOH,
NnocKoaLKy, no Kopany,
HMEHHO H3 Hee GblJ1 COTBO-
peH yenosek. [pumeuares-
HO, 4TO KepamHueckue Gaioaa
HCMOAL30BAJIHCE TAKMKE B Ka-
vecTBe 06Geperos, oXpaHsB-
LWHX A0M OT 3JIbIX JyXOB.

PL.9

DISH AND BOWL

Uzbekistan, Ferghana.
1908, Late 19th century.

Clay, throwing on wheel,
painting, glaze.

Dia, 31 em. 12,5x18,8 em.
Inv, nos. 11721, 1173 I

Artistic clayware always
served as a decoration of a
festive table, or, to be more
precise, dastarkhan, which
is a tapis, for taking meals
among the peoples of Cen-
tral Asia did not imply the
usage of a table. The guests
took their seats around the
dastarkhan covered with vi-
ands, a steaming pilau was
piled on a large slip glaze
dish, shurpa soup was la-
dled into deep bowls, the
tea was served in small
teabowls, and delights were
put into bowls with cover.
The shapes of old ware were
more fancy and varied as
compared to the produce
from the late 19th—early
20th centuries, consequent
on a pressure of manufac-
ture faience and porcelain
imported from Russia and

China, which made local
potter trade yield. The pot-
ters of ancient ceramics
centres of Ferghana, Kh-
warazm, Samargand and
Bokhara regions, however,
continued to produce glazed
ware with rough shard cov-
ered with graphic design
according to local tradi-
tions. The bowl and the
dish in Ferghana style are
the examples of such ware
in the Museum'’s collection,
Their blue design with deep
brown outline relieves
against white slipped back-
ground. Floral patterns are
mixed with pictures of jars,

knives, and turquoise lattice
border. Khwarazm ceramics
of a similar blue-turquoise
palette diifers in more ab-
stract ornamentation resem-
bling architectural decor.
Craftsmen from Shakhrisy-
abz and Gijduvan preferred
green and golden colours.
The devotion of local popu-
lace to clayware is suppos-
edly linked with specific at-
titude towards the work ma-
terial it was made of. Clay
was considered ritually
clean, as man was created
out of it, according to the
Qur’an. Notably, the clay-
ware dishes were also used
to protect the house from
evil spirits.
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Ha. 10

ITOKPLIBAJIO
CIO3AHH

Cepeprniit Tapknkneran, Ypa-Tiofe,
Cepenusa XIX 8.

X/6 mxans, weax,
PUHHAA BBILILAKA,
236x212 cu.

Hue. Ne 2320 111

BHILIMBKA HIHPOKO MCMOJB30-
Balach B TPaIHLHOHHOM
GuTy Haponos Cpenueil
A3sun. MacTepcTBoM BhilH-
Ba/bLIHIbI BJaJeNa MPaKkTH-
YeCKH Kaas KeHLUHHA,
Bonbuine BeiluuThie Nanxo
npeaHasHavatnch Asi npHia-
HOr0 HEBECThl H HA3LIBAJHCH
cio3anu (0T nepe. cO3an —
«uraa»). O6aacTb HX pac-
NpocTpaHeHHs MPHOJHIH-
TeJbHO COBMNajana ¢ TeppH-
TOpHEH HBIHELIHero Y36ekuc-
tana u Cepeporo Tamxnku-
crana. MarotoBasines ciosa-
HH 10 TPagHUHOHHOH TexHO-
JIOTHH: TIOJOCEI XJa0n4aTody-
Max<HOr0 MOJOTHA PYYHOrO
TKa4eCcTBa CMeThIBAJHCh, 3a-
TEM MacTrepHua no Habpoc-
KaM HaHOCH/A OT PYKH y3op,
nocjie Yero noJlockl pasjeds-

JIH H HA4YWHAJH BbILUHBATD;
Mo OKOHYaHWH paboThl TKaHb
CHOBA cluMBajachk. J1as Bbi-
WHBOK HCMOJL30BAAH MHOTO-
UBETHBIA LIEJK, OKpalleHH bl
HATYpaJbHBIMH KPACHTEJAMH.
Cosnanne KpynHeIX BbILIHBOK
OBIIO LIHTEJIBHBIM MPOLEC-
com. Kak tosibko poxianack
JleBOYKa, MaTh HayHHAaMa ro-
TOBHThb €i MpHAaHoe, a No3-
e M 104b NPHCOEAHHANACH K
3Toi paGote. B Tex cayyasx,
KOrja ceMbfi He ycnesaJja K
CPOKY, HA MOMOLLL TPHXO/H-
JIH POJACTBEHHHLB H COCEIKH.
B cocrae npuganoro nomumo
CI03aHH BXOJHJIH: MOJIHTBEH-
HbIH KOBPHK dXoUHamas,
cBaebHan NPOCTBIHA pyuad-
MO, MOKPHIBANO HA MOLYIIKH
Goaunnyw W pasnuuHble 3a-

Hagechl Ha HuwH. Clozanu
HrpaJo ocofyio pojib B CBa-
neGHom o6psiie — Mojx HHM
Be/NH HEBECTY B JIOM JKEHHXa.
B GyaHH BBILLIHBKH BHCEJNH BO
BHYTPEHHHX [MOMELLEHHAX, a
Ha MPa3IHHKH HX BLIHOCHJH
Hapyxy, passelinBas BO 1BO-
pe W Ha orpagax n1omMoB, CO-
3laBas PajoCTHYIO W TPHIOJ-
Hatyw atmochepy. Komnosu-
LHsl CIO3aHH CTPOHJACH M3
PACTHTEJIbHBLIX H FeOMeTpH-
HeCKHX OPHaMeHTOB C HC-
No/ib30BaHHEM APKHX, TNoaYac
KOHTPACTHBLIX LBETOB 10 JBYM
CXeMaM: pannopTHOR M LeHT-
prdeckoit. OcoGeHHOCTbIO
MHOTHX BBILUHBOK OBLIO MJIOT-
HOe 3anoJiHeHHe MPOCTpaH-
crea ysopom. Cioaann u3
Ypa-TioGe muorooGpasnem
PACTHTE/ILHBIX MOTHBOB HArlo-
MHHAEeT CHJALHO pEB]JOCH.IHﬁL‘ﬂ
cajl, OTpakas HapojJHble npej-
CTaBJIEHHA O pae,

Pl 10

SUZANI HANGING

Northern Tajikistan, Ura-Tyube.
Mid-19th century.

Cotton cloth, silk, hand-
embroidery. 236x212 cm.
Inv. no. 2320 1t

Embroidery enjoyed wide
currency in traditional life
of Central Asian peoples.
Almost every woman was a
skilled embroiderer. Large
embroidered wall hangings
designated for bride’s dowry
were called suzani (from
Persian suzan, “a needle-
work”). Area of their circu-
lation nearly coincides with
region of modern Uzbeki-
stan and Northern Tajiki-
stan. Suzani were manufac-
tured according to tradition-
al technique: the strips of
hand-woven cotton cloth
were tacked, then the em-
broiderer patterned it using
a rough drawing, following
which the strips were sepa-

rated and embroidered; fi-
nally, the cloth was sewn
together again. Multico-
loured silk dyed with natu-
ral pigment was used for
embroidery. It took a long
time to produce a large
needlework. As soon as the
girl was born, her mother
started to prepare the dow-
ry, and later on the daugh-
ter joined her in this work.
In case the family ran out
of time, kinswomen and
neighbours would succour.
Besides suzani, the dowry
included djoy-namaz, or
prayer rug, ruijo, or wed-
ding bed spread, cushion
overlays, called bolinpush,
and various curtains for
niches in the wall. Suzani
played a special role in
marriage rite, for it was
used to cover the bride

while leading her to the
groom’s house. On week-
days embroideries were
spread indoors, and on holi-
days they were bought out-
side and suspended in the
yard and on the fences,
thus creating a jolly and de-
lighted environment. Suza-
ni design was based on flo-
ral and geometrical orna-
ments, using bright, often
contrasting colours accord-
ing to two arrangements,
repetitive and centric. Many
embroideries were charac-
terized by dense filling of
the field with design. Mir-
roring folk beliefs about
paradise, the diversity of
floral design on suzani from
Ura-Tyube makes it resem-
ble a thriving garden.
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Ha. 11
['VJIbKYPITA
craetnoe NOKPBIBAIO

Vabekueran, Byxapa.
Bropas noaosuna XIX 8.

loayweakosan means adpac.
247x162 cu.
Hug. Ne 803 1t

nouop

fieazf

B ¥YaGekucrane Bo Bpems
cBaeGHOrO NHpa 10M H ABOp
YKpawajauch pasnoobpasHbl-
MH TeKCTHJIbHLIMH H3[eJHs -
mi. Cpean HuX ocoboil #u-
BOMHCHOCTBIO BBILEJANHCEH
NaHHo H3 abpoBbLIX TKaHei
(ot nepc. abp — “o6aako”),
00pasioM KOTOPBIX MOMeT
CHYKHTh BEJHKOJENHOoe CBa-
neGHOe MOKPLIBAJIO 2YAbKYp-
na W3 KOJIEKUHH My3esi, rie
Ha 30J0THCTOM hoHe pasme-
eHbl DHONeTOBLIE MOTHBE
KHnapucos. Ha 3anane ta-
KHeé TKaHHW Ha3blBalOTCH MKA-
TAMH (OT MaNafiCcKoro Mew-
eukam — “o6BA3bIBATE” ).
Hx rnasnas ocobennocts
3aK/I04AETCH B TOM, MTO Op-

HAMEHT CO3/1aeTCA MyTeM pe-
3epBAlMH HHTEH OCHOBBI HJH
yrkd [lo cux nop gocrosep-
HO HEH3BECTHO, KOTAA MOSIBH-
JHChL abpoBLIe TKAHH B
Cpennefi Azumn. JInesnuknu
Pyu Tousaneca ge Knasuxo,
nobGuisapuiero 8 Camapkaujie
B 1403—1406 rr., ceune-
TEJALCTBYIOT, YTO APHCTOKpA-
THA OJIEBANACh B OLHOTOH-
Hbl€, @ He MecTpele LIe/IKa.
Onnako KnaBuxo oTmeuaer,
HTO LWIATPhI, e MPUHAMAJH
nocjaaHHuko Mcnanuu, Goi-
JIH U3 y30pHbIX wenkos, O6
YCTONYHBOCTH NPHMEHEeHHs!
HK4TOB TOBOPHT TOT (hakrT,
uto eule B Havane 20 B.
y36ekn Cypxaumapbu ykpa-
Haan 10pThl MHOTOLBETHBIMH
a0pOBLIMH NMOKpbIBaJdamMu. B
YaGekucrane, rje 0CHOBHLIMH
LEeHTPaAMH NPOH3BOACTRA a6-
poBbix TKaHeli B 19 B. Gbiin
ropoga Maprunan u Byxapa,
MOJYYHJIH pacnpocTpaHenne

HKATHl C OKpalleHHOoM 1weJ-
KOBOH OCHOBOW. YTOK Mor
ObITh X10NYaTOGYMAMKHBIM,
KaK B TPaAHUHOHHBIX MOJY-
LWEeJKOBbIX aapacax, HJH
LEJNKOBEIM, KAK B TKAHAX
THna wou. Mactep, aanu-
MaBUIMHCA NOATOTOBKOH OcC-
HOBBI, TPYGOll HHUTBIO Mepess -
3bIBAJI HHTH OCHOBHI B COOT-
BETCTBHH C pa3MeyeHHbIM PH-
cyHkoM. CBSI3KH OCHOBBI OK-
pallHBaJHCh B KPacHJbHSX,
MpHYEM OJHH MacTepa npo-
H3BOIHAN KpallleHHe X010 -
HBIM CTTOCOOOM B HHIHIO,
Apyrde — 3aHHMAJHCL rOps-
YHM KpalleHHeM, HCMoJbays
NpouHe HaTypaJibHble KpacH-
TeJIH, TPUTOTOBJEHHLIE H3 pa-
CTEHHH M JlasKe HACEKOMBbIX.

C nosiBieHHeM HCKYCCTBEHHBIX
Kpacuteneii B koHue 19 B. na-
YHHACTCH YNAl0K 3TOrO BHIA
HCKyCCTRA.

PL I
GULKURPA
the wedding hanging

Uzbekistan, Bokhara.
Second half of the 19th century.

Adras silk-and-cotton.
247x162 em.
Inv. no. 803

The wedding feast in
Uzbekistan required the
decoration of the house and
the yard with various tex-
tiles. The most picturesque
among them were wall
hangings from abr fabric
(derived from Persian abr,
“a cloud™), represented in
the Museum’s collection
with a superb wedding
hanging, or gulkurpa, deco-
rated with purple motifs of
cypresses against the gold-
en ground. In the West
such textiles were called
ikat (from Malay word
mengikat, “to bind” or “to
wind around”). Their main
feature is the predyeing of

the thread of warp or weft
by tying it in the hank so
that tied parts would not
take up dye: as a conse-
quence the designs appear
as the thread is woven. It is
still unknown, when abr
textiles were introduced to
Central Asia. The diaries of
Roui Gonzales de Klavihko,
who visited Samarqand in
1403— 1406, give evidence,
that noblesse wore seli-co-
loured, not variegated silk.
However, he notes, that the
tents, where the envoys
from Spain were received,
were made of figured silk.
The consistency of ikats’
usage is further testified by
the fact, that in the early
20th century the Uzbeks of
Surkhan-Darya still deco-
rated their yurts with multi-

coloured abr covers. In
Uzbekistan, where the cities
of Marghilan and Bokhara
were the main centres of
manufacture of abr fabric in
the 19th century, ikats with
dyed silk warp became
widespread. Weft could be
cotton, as in traditional
silk-and-cotton adras, or
silk, as in shoi-type tex-
tiles. The craftsman, who
prepared the warp, bound
its threads with coarse fibre
according to the marked
pattern. Ties of warp were
dyed in dye houses, where
certain craftsmen dyed them
cold with indigo, while the
others preferred hot dyeing,
using other natural pig-
ments extracted from plants
and even insects. The intro-
duction of artificial dye-staff
in the late 19th century
marks the beginning of de-
cline in this art.
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Ha. 12

A®TOBA

COCYIL JUIA BOJKL.

JACTILYH

TAINK JLIS YMBIBAHHS,

YaGekucran, ®eprawa. 1878 r.
Bropas nososuna XIX s,

Meds, uekarnka, epasuposka,
yaemuoe cmekao, nacma.
B.34.,5; 16 cu.

Hua. N2 206 111, 207 1T

noup

I &8 8 f

XynoxecrBenHasi o6paboTka
MeTa/IoB B Y3aOeKHcTaHe H3-
BECTHA ¢ rybOKOH ApeBHOC-
TH. Ee cekpetn GepexHo ne-
peraBaHCh H3 NOKOJEHHA B
foKoJieHne, a HopMel H y30-
pbl OTTAYHBAJNHCH BEKAMH,
Koraa-to cosnasanncs cocy-
Jlbl M3 JIparoleHHbIX MeTal-
JIOB, HO NMO3JHEee B CBH3IW C
pacnpocTpaHeHHeM Hesiama
30410T0 H cepebpo cTadH ac-
COLHHPOBATLCA C M3JHLIHEH
POCKOLLBIO, H HM Ha CMEHY
npuua mMeab. Bosbinm
CMpPOCOM NOJL30BANACL Mejl-
HO-YeKaHHAf yTBapb: pa3-
JIHYHBIE COCY/b ISl BOMBI,
KOTJIbI LISl PHTOTOBJIEHHS
MUK, CTOJIOBLIE NPHGOPBI H
npouee. B kpynueinx ro-
pogax peroHa paGortanu pe-
MeCJ/JIeHHbIe lieXxa MacTepoe-
MeAHHKOB. OIHM H3 HHX

thopmoBanu cocyawt, apyrue
OTJIMBAJIH 1eTaJH (HOCHKH M
PY4KH), TPeTbH 3aHHMAJIHCh
HX yKkpatnennem. CyuiectBo-
BAJI0 HECKOJBKO TEXHHYECKHX
NPHEMOB 18 OTAE/NKH Tpej-
MeTOB: Herjiyfokasi yekaHka,
rpaBHpOBKA, a)KypHas pesb-
6a. K koHuy 19 8. cranu To-
HHPOBaTh (OH WJIH OTHE]b-
Hble 3JIeMEHThLl y30pa, MOoi-
KpallHBasi YepHLIM HJH Kpac-
HbIM sakoM. [Tpuberanu rtak-
e K BCTABKAM M3 LIBETHOrO
CTEKJd, Pa3HOLBETHBLIX nact
H smanell. OpraMenTsl GbiaK
TPaAHLUHOHHO HCJdaMCKHE —
pacTHTe/ibHBIE MODErd ucau-
MU, UBETH, a nopo# W apa6-

CKasl BA3b., XapakTepHbIM
npHMepoMm Qepraickoii yTa-
PH SIBJISIETCH YMbIBAJbHBIH
Habop H3 cobpaHus Myaes,
COCTOSIIIHA H3 KyBLIHHA ag-
moba w Tasuka dacmuyi. U
adroba, H AaCTWYH HCNOJb-
30BaJIHCh ISl PHTYAJIbHBIX
OMOBEHHH, a TaKKe 118 Mbl-
Th PyK fepej Hayajom H
KOHILLOM Tpane3sl. Ouu 06s-
3aTe/IbHO BXO[AMJH B NpHiE-
Hoe HeBecTbl. [IpHaemucTwIl
KYBILIHH € OKPYIJIBIM TYJOBOM
H TA3WK C WHPOKHM GOpPTOM
H MaJeHbKOH aXKypHOi
KPbILKOH 0GH/ALHO JEKOpH-
poBaHbl HAKJIAAKAMH H3
LBETHOIO CTEKJd, MACTH H
HepHEeHbIMH MeaaJboHaMH,
4TO MPHIGET HM HECKOJIBKO
MeCTpblil, HO OYeHb Hapsa-
HBIA BRI

Pl. 12

AFTOBA

the water vessel.

DASTSHUY

the washbasin.

Uzbekistan, Ferghana. 1878.
Second half of the 19th century.

Copper, chasing, engraving,
stained glass, paste,

H. 34.5; 16 cm.

Inv. nos. 206 11, 207 NI

Artistic metalworking was
known in Uzbekistan since
high antiquity. Its secrets
were carefully transmitted
generation to generation,
and shapes and design were
refined for centuries. The
vessels from precious met-
als were manufactured
once, but later on, with in-
troduction of Islam, gold
and silver were associated
with superfluous luxury,
thus giving way to copper.
Utensils of toreutic copper,
such as various water ves-
sels, cooking cauldrons,
cutlery, etc., were in great
demand. There were guilds
of coppersmiths in the larg-
est cities of the region.
Some of them would shape

the vessels, the others
would cast the component
items (spouts and handles),
and the third would deco-
rate them. Several tech-
niques were used to refine
the produce, such as shal-
low chasing, engraving, and
openwork. By the end of the
19th century the tinting of
background or elements of
design by colouring them
with black or red varnish
was introduced. Inlays of
stained glass, pastes, and
enamels of different colours
were employed also, The
designs were typically Is-
lamice, like islimi bines,
flowers, and occasionally
the Arabic pattern. The
wash-hand set from the
Museum’s collection con-
sisting of affoba jar and

dastshuy basin is a relevant
example of Ferghana uten-
sils. Both aftoba and dast-
shuy were used for ritual
ablution, and also to wash
hands before and after the
repast. They formed an in-
dispensable part of bride's
dowry. Squab jar with well-
rounded body and the basin
with broad rim and small
openwork lid are richly dec-
orated with onlays of
stained glass, paste as well
as with nielloed roundels,
which make them look
somehow patchy, but very
ornate.
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Ma. 13
KYBIIMHDI
CYPA 1 KAPKAPA

Tpyaua. 1872 r. XIX 8.

Cepelipo, wekanka, epasuposka.
B. 38: 31 cm.
Hne. N0 2168 Il 2763 I

e g' & %

KynbTypa rpyauHCKHX 3acTo-
JIHI MMeeT JaBHHe TPaaHLHH.
CepeGpsiHble KyBLIHHBI L5
BHHA TPAAHUHOHHO 3aHHMAKOT
MOYETHOE MeCTO B CEPBHPOB-
Ke ctona. M dopmel, n pas-
Mepbl KyBLIHHOB BecbMa pas-
HooGpasnu. Cypa — cocyn ¢
BBICOKHM Y3KHM TOpJoM H
cierka H3ornyToi pyukod. B
ero JIEKope cpeid H3AlLHO#
yeKaHHOH Bf3H cTebe/bKOB
[LBETOB H JHCTLEB NPAYYTCH
CKa304YHbe KHBOTHLIE H NTH-
lbl, 8 B G)eCTOHUATHIX Mea-
JILOHAX — KpVIIHbIE H300pa-
JKEHHS BCAJHHKA W MY3bIKaH-
ToB. Ha ane BrirpaBupoBana
naTta uarotosienns — 1872
rog. Kysumnusl THna kapkapa
GBIBAIOT Pa3HbIX PA3IMEPOB,

OT COBCEM MHHHATIOPHBIX 0
JIOBOJILHO KpynHBIX. [0opabiii-
KO KapKapbl H3 My3elHOH
KOJIEKIHH 06pasyloT TpH ne-
PeBHTLIE H3OTHYTHIE TPYGOY-
KH, paclMpAIIHecs Ha KOH-
1ie HanonoGHe BOPOHKH, KO-
TOpas 3aKpbiTa NAACTHHON €
HeGObILHMH OTBEPCTHAMH.
CyulecTByet BepcHs, 4TO
thopma cocyna npousounia ot
M10ja ThiKBbl, Cpe3aHHbli
crefeib KOTOPOH NPH BbICh -
XaHHH 0OLIMHO MepeKpyyHBa-
ercsi. MHaue o6bacHAeT no-
SIBJEHHE TAKOrO HeoOGBIYHOro
KYBLIHHA M3BECTHas JIereHa.
Lape Mpakanii (npaBuBiuui
B Buzautun B 7 B.) Bo Bpema
NHpa y3Haa o HanaaeHHH
nepcoB. B nopeiBe ruesa oH
nepeKpyTHa TOpa0 KyBllIHHA
U Jas KJAATBY noOeiuTh Bpa-
ros. Beprysuuck ¢ noas
6051, LLapb NOCTAHOBHI B
yecTh Nobeisl COXPAHHTE B

BeKax HoBylo opmy cocyna.
OtanunrensHoit yeproil kap-
Kaphbl, KK H KYBLUIHHYHKA
qUHY WAL, IBAAETCH cnocob-
HOCTb H31aBaTh MeJIOAHUYHLIE
3BYKH — “neTth” NMpH pasJu-
BaHHH BHHa B Gokael. [oBo-
PAT, UTO KapKapa BOpPKyeT
KaKk roqy0b, a YHHYHJIA 3BE-
HUT KaK KoJIOKoJbYHK. Tyno-
BO W HOMKKA JaHHOTO CcoCyla
MOKPBITH TOHKHM Y€KAHHLIM
OpPHAMEHTOM C H300paKeHH-
em 3Bepei W nTHu. KMaberan
neperpyeHHoCTH, Macrep
OCTABJSIET HA NOBEPXHOCTH
Hateans cpoboaHOE OT AEKO-
pa npoctpaHcreo. B 19 —
Hauane 20 B. Takas cepeGps-
Hasi yTBapb WIHPOKO HCMOJb-
30BaJaCk HE TOJbLKO B [BO-
PAHCKOH cpefe, HO H B CeMb-
AX YHHOBHHKOB, KYMNILOB H
peMeC/IeHHHKOB.

PL 13

SURA AND
KARKARA JARS

Georgia. 1872, 19th century.

Silver, chasing, engraving.
H. 38: 31 cm.
Inv. nos. 2168 [, 2763 Il

The Georgian feast has a
long tradition. Silver wine
jars take an honoured place
in layout of the table. These
jars vary greatly in shape
and size. Sura is a vessel
with tall narrow throat and
slightly bent handle. The
decoration of the jar hides
fabulous animals and birds
in its elegant pattern of
flower pedicles and leaves,
while a horseman and min-
strels found their place in-
side the scalloped roundels.
The engraving on the bot-
tom speaks of the date of
manufacture, 1872. Karka-
ra-type jars differ in size,
from tiny to relatively large
ones. The throat of the

karkara from the Museum'’s
collection is formed by
three twined bent ducts, ex-
panding to the opening re-
sembling a funnel, closed
by plate with small perfora-
tions. There is an explana-
tion that the shape of this
vessel originated from
pumpkin, which stalk usual-
ly becomes twined, when
dry. A famous tradition ac-
counts for the origin of this
strange jar otherwise. Byz-
antium Emperor Heraklius,
who reigned in the 7th cen-
tury, heard about the inva-
sion of the Persians at the
feast. He twined the throat
of the jar in a [it of wrath
and made a vow to over-
come the enemy. On his re-
turn from the battlefield,

the emperor ordered to keep
the new shape of a jar as a
token of victory. Karkara as
well as a smaller jar called
chinchila are characterized
by their capability to emit
melodic sounds, or to
“sing”, when the wine is
poured into the glasses.
Karkara is said to coo as a
dove, while chinchila rings
like a bell. The body and
foot of this vessel are cov-
ered with thin toreutic de-
sign depicting animals and
birds. The craftsman left
some free space on the sur-
face of his manufacture to
avoid overwork. Throughout
the 19th and early 20th
centuries such silver uten-
sils were common not only
among the nobility, but in
the families of clerks, mer-
chants, and artisans also.
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Ha. 14

OJISITA
1 COCY]II MAPAHU
JUJI51 BUHA

Ipyaun. XIX 8.

Beawit memana, koska, wexanxa.
B. 29 cu, om. 18,4 cm.

B. 10 cu, om. 14,5 cm.

Hrue. Ne 2442 11, 13504 N1

B rpysuHckoii kyauTtype oco-
Goe BHHMaHMe yleasjioch co-
CylaMm, B KOTOPbIX XPaHH/IOCH
BHHO H KOTOPbIE HCIMOJIB30BA-
JIHChH BO BpeMf THPLUIECTB.
Kpome paznooGpasubix Kys-
LIHHOB, CYLIECTBOBAJH COCY-
Abl 15 BHHA B dopme s -
ri. Meraanuueckas dasira
H3 KOJJIEKUHH My3esi HMeeT
XapakTepHylo Kpyrayio gop-
my. Ee ropasiwko repmeruy-
HO 3aKpbLIBAET KpBILIEYKA Ha
uenouke. C AByX CTOPOH OHO
YKpaUIEHO YeKaHHbIM H3oGpa-
MEHHEM roJIOBbl COBbl —
APEBHEr0 CHMBOJIA MYIPOCTH.
IekopaTueHoe odopmaenne
HeceT B cebe sneMeHThl CKa-
304HOCTH, BOCXOAfALIME K

APEBHUM KyJbTaM BHHOICJHSA.
KoBanble pydkn B Buie 3Me-
HHBIX FOJIOB, HOXKKH B BHe
roJioB (haHTACTHUECKHX »KH-
BOTHBIX FaPMOHHYHO COYETA-
OTCA € TEMATHKONH YeKaHHbIX
uaobpaxenui Ha tyaose. C
OIHOW CTOPOHHLI B OKPYIJIOM
Mela/iboHe H3oOpaxeHa ro-
JI0Ba CMEIOUIerocs caTthpa, c
Apyroil — durypa TaHilyio-
lero caTHpa. JTOT NpHLlel-
WHA M3 aHTHYHBIX MH(OB 006-
pa3 KO3JOHOTOro CYIIECTBa,
CIYTHHKA 60Ta BHHOLEJHS
Huonuca, we caydaiiHo mome-
uien Ha 37ol dusre. Besi no-
BEPXHOCTL €e Ty.JoBa olJe-
TEHa PACTHTEJbHLIM Y30POM
B BH/l€ JIHCThEB, LIBETOB H
MJ0J0B, B KOTOPBLIE BKJIOYE-
Hbl QHTYPKH 3Bepeill H BOH-
HOB. Bauakuit no ctumo ye-

KaHHBI Y30p 3anoJiHAeT Tak-
He H MOBePXHOCTb cocyila
MAPAaHLL, UMEIOLIET0 OpPHTH-
HausHyo dopmy. OH COCTOHT
H3 JIBYX OT/€JIbHBIX, HO Cna-
AHHBIX Mexay coboit 6okanos
rpyuieBHIHOH (DOPMBI; HX CO-
€AHHACT H30IHYTAA KOJIbLLOM
pyuka. B decronuathix mena-
JbOHAX Cpeau 3apoc/edl Bui-
Hbl HebOoMblUINe, pelleHHbIe B
HECKOJIbKO apXaHuHoll MaHe-
pe durypkn myssikanra-
taefiTueTa W 3Bepeil — JbBa,
JlaHH, Ko3na. BoamMoxkHo, u3
MapaHH MOTJIH MHTh OJHO-
BPEMEHHO JlBA 4YeJloBeKa,
4TO GbIJIO CBA3AHO C IWHPO-
KO pacnpocTpaHeHHLIM B
[pysuu puryanom noGpa-
THMCTBA.

Pl 14

FLAGON AND
MARANI
WINE VESSEL

Georgia. 19th century.

Babbit, forging, chasing.

H. 29 cm, dia, 18,4 cm.

H. 10 ¢m, dia. 14,5 em.
Inv. nos. 2442 11, 13504 11

The vessels, where the wine
was stored and which were
used at the times of feast,
enjoyed special reverence in
Georgian culture. Besides
numerous jars, there were
wine vessels in the shape of
flagon. Metal flagon from
the Museum'’s collection
has a typical round shape.
Its throat is sealed with a
cover, hanging on a chain-
let. Both sides of the throat
bear a hammered image of
owl’s head, an ancient sym-
bol of wisdom, as a decora-
tion. The design has a
touch of fabulousness, dat-
ing back to ancient wine-
making rites. Forged han-
dles in the form of snake
heads, as well as feet
shaped like heads of mythi-
cal animals match the sub-

ject matter of hammered
images on the body. A head
of laughing satyr in a
rounded locket is portrayed
on one side, and a dancing
satyr on the other. This
representation of goat-
hoofed creature, a compan-
ion of Dionysus, the deity
of wine-making, which
came down from the myths
of the Classic Antiquity,
was depicted on the flagon
not by chance. The whole
surface of its body is twined
with floral design of leaves,
flowers and fruits, intermin-
gled with animals and war-
riors. Chased design of sim-
ilar style covers the surface
of the marani vessel of un-

usual shape. It consists of
two separate pear-shaped
cups soldered together; a
handle, bent into a coil,
joins them. Small images of
a flute player and various
animals, such as lion, hind,
and goat, depicted in some-
how archaic fashion, are
discernable in the brush-
wood on scalloped roundels.
It is probable, that two men
could drink from marani at
a time, which accounts for
by the custom of blood
brotherhood widespread in
Georgia.
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Ha. 15
OPLIMMO
HepnakH A48 BHHa

Ipyaus. Cepenuna XIX &, 1949 1,

Beawii memaaa, cepefipo, xoaka,
HEKAHKA, YEPHb, PUilzpans,
38,5¢12 em. 14x10 cu.

Hrua. Ne 14581 111, 3931 I

=
w
—_

=

Ipyaunckue cocyns otamya-
0TCA MHOrooGpasnem opm H
YTOHYCHHOCTBIO OT/IEJIKH,
laxe rakue HeGonbiune
NPEAMeThl, KaK YeprakH s
BHHA Opuiumo, npuobperaior
OFPOMHBIH CMBICJI, CTAHOBSICH
00OBEKTOM BIOXHOBEHHS Mac-
tepa. Cpoeofpasnas rpyue-
BHJIHAs1 hopMa TaKHX depna-
KOB He cilydaliHo NnosiBHach B
Ipyanu ¢ ee ocobeHHbIM OTHO-
LIEHHEM K KyJIbTY BHHA W aT-
pubyTam NpasiHHYHOrO 34CTO-
Jbst. OpUIHMO HANIOMHHAIOT
H3siLLHBIE MHHHATIOPHBIE CO-
CY/Ibl C Y3KHM TFOpJIOM, KOTO-
pble HMEIOT KOChle Cpesnl 110
BepXy H OBallbHLIE W Tpey-
roJibHble OTBEPCTHA COOKY.
Jmnnbie nosbie pydku npu-
NasgHbl K CPpejiHeit 4acTi TyJo-
Ba. Buprtyoanas npopaGoTka
aeranen HEprakoB CBHAETE/b-
CTBYET 0 MacTtepcTBe H 60Jib-
IIOM XyLOMECTBEHHOM BKyce

ux cozaatenei. [Nosepxuocrs
cocysa 3 Gesoro meranna
YKpallleHa YeKaHHBIM Y30pOM,
Ero opuament npurarusaer,
3aBOPAXKHBAET, HANOMHHAsR
NPEBHHE TPY3HHCKHE CKasa-
HuA. MasiuiHan pactuTenbHas
Bs13b Kak Obl 06BOJaKHBaeT
burypks mysbikanta, urpaio-
uero Ha GyGHe, W 3Bepeii B
“cuenax Tepaanuil”. He me-
HEE BbIPASHTENICH 110 TEXHH-
HECKOMY HCTIOJIHEHHIO ceped-
PAHBIA Yepnak, npu Cosaaunu
KOTOPOro MacTep HCMoJib30-
BaJI HAPALY € YeKanko# ¢u-
JUrpans (epexuau), HepHeHue
(casada) u rpasuposky (aka-
8a). Pyuka, nepesutas peiin-
edHOi uHrpaHHoii noaoc-
KO C YEPHbIO, HMEeT Ha KOH-
e MaJeHbKoe KOMeuKko Juis

noasewnBanua. Tynoso wep-
NaKa CNOBHO 38TKAHO TOHKHM
Kpy#eBHBIM y3opoM. Moo
NPEeANOI0OKHTE, YTO H3ETUA
M0A0GHOI0 XyI0MeCTREHHOTO
YPOBHS B OOJILIIHHCTBE CBOEM
OLITOBAIH B KPYry BhICLIEFO
cociosunA. CepeGpsHbLil yep-
nak Gbla BLINOJHEH 10 0¢060-
My C/Iyualo: Kak Molapok
H.B. Craanny ot paGouux u
CAYKAULHX BHHOENBYECKOH
npombilientoctd [pysun, B
1953 roay on Gbln nepeaan
TocynaperBeHHOMY My3elo
Boertoka. Cnenannas vep-
HbIO y CJHBA HAAMHCL Ha
IPY3HHCKOM $I3bIKE [JIACHT,
4To oH cosaan B 1949 roay
mactepamu A. u T. JDkuxus.

PL. 15

ORSHIMO

the wine ladles

Georgia. Mid- 19th century. 1949,
Babbit, silver, forging, chasing,
niello, filigree.

38,5x12 cm. 14x10 cm.
Inv. nos. 14581 11, 3931 11

Georgian vessels are distin-
guished by a variety of
shapes and sophistication of
decoration. Even small arti-
cles, such as orshimo, or
wine ladles, assume great
meaning, when becoming a
target of master’s inspira-
tion. It is quite natural,
that peculiar pear-like
shape of these ladles
emerged in Georgia, with
its unique attitude towards
wine and articles of festive
repast. Orshimo resemble
elegant tiny vessels with
narrow throat, having slant-
ing section on the upper
part, as well as oval and
triangular perforations on

their sides. Long hollow
shanks are soldered to the
central part of the body.
Masterly working out of de-
tails attest the skill and
high artistic taste of the
craitsmen. The surface of
the babbit vessel is adorned
with chased pattern. Its de-
sign draws the attention of
beholder fascinating him,
and reminds of ancient
Georgian legends. Elegant
floral pattern seems to wrap
around the images of musi-
cian, playing the tambou-
rine, and animals of “tor-
ment scenes”. Silver ladle
created by applying filigree
(grekhili), niello (sevada),
and engraving (akava),
alongside with chasing, is
by no means inferior in its
workmanship. The shank
twined by relief filigree strip

with niello, has a small
ringlet on its end, thus en-
abling to hang it up. The
body of the ladle seems to
be interwoven with fine-
spun lacy pattern. One can
suggest, that handiwork of
such artistic excellence was
confined mainly to nobility’s
usage. The silver ladle
shown here was made on a
special occasion, as a gift
to Joseph Stalin from work-
ers and employees of Geor-
gian wine industry. It was
donated to the State Muse-
um of Oriental Art in 1953,
An inscription in Georgian
made by niello near the
spout reads, that two
craftsmen, named A. and T.
Djikiya, created it in 1949,
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Ha. 16

A3EJIAILZE H.H.

[TAPHBIE
JIEKOPATHBHBIE
COCY/Ib

B BUJIE MY)KCKOH
M KEHCKOM ®UTYP

Tpyaus. Ceno AxanyGain.
lopuitckuit paiton. 1961 r.

lNuna, tenka, wmasn, o6xwue,
POCRUCY, e1asypo.

B. 43 ca.

Hua. No 11051 1M/ 1—2

[TecHelt pyk, HCKycCTBOM
OTHSI, MY3LIKOH 4eJ0Be4eCcKOoi
JUIH HA3LIBAIT FPY3HHCKHE
Macrepa jJpesHeiillee u3 pe-
meceq — Kepamuky. M3 no-
KOJNIEHHs B MOKOJEHHE fnepe-
XOMJI0 MACTEPCTBO MpHia-
BaTh (OpPMY TIMHAHOMY CO-
Cylly, HAHOCHThL Ha HEro Jer-
KHii peabed wan ysop. bora-
Thle MHOTOBEKOBbIE TPaLHLHH
JIeXKaT B OCHOBE [MPOH3Be/le-
HHI COBPEMEHHBIX MaCTepos.
[Mogo6uo Tomy kak B Cpej-

Hell A3MH TOBOPAT, YTO MJOB,

NojJaHHbIH Ha OOJbILOM Ke-
pamuueckom OGaioje afeaxe,
BKycHee, B [pyaun cuutaer-
csl, 4TO BHHO M BOJa NpHOG-

petaioT ocoObId apoMar H
BKYC B KepaMH4YecKoM cocy-
je. B cuay cBoeil naactuu-
HOCTH TJIHHA BO BpeMsi Jen-
KH JIerKo MOJ4HHACTCH BOJe
YeJ0BeKa, CTOHKO coxpaHseT
npuaanuyio ei gopmy, Bnu-
ThiBaA B cebA TEMIo pyK Mma-
ctepa. Popmbl cocyaos pas-
HOOGPAa3HbI: 3TO M KJACCH-
YeCKHe KYBIUHHBI, TAKHE, Ha-
npuMep, KaK Kuaa, 4anu,
cayxao, cypa, HuH4UAA,
TaKKe 300MopdHbIE H aHTpO-
nomopgHble KyBuinubl. Eie
B JIPEBHOCTH BHHHBIH COCY/L
CYHTAJICA XpaHHJMLIEM TakH
BhITHSI, BMeCTHHILEM Hello-
BEYEeCKOH ayuiH, yem obbsc-
HAETCS TATOTEHHe K aHTPO-
nomopdHoctH. boabuoe pac-
NpoCTPaHEeHHE MOJYYHIH 1€~
KOpaTHBHBIE KYBIIMHBLI B

BHE MYMKCKHX H JKEHCKHX
Guryp B HalHOHAJIBLHOM Ipy-
auHckoM Koctiome, CTHAM30-
BAHHbIE YKpalLleHHs KOCTIO-
Ma, WTaMNOBAHHBLIA LBETOY-
HBII OPHAMEHT CAYKAT AEKO-
pPOM KepamMHUeCKOMY COCYILy
H3 KoJeKluH myses. He-
MHLIMH TIepesiHBAMH CBepKa-
eT asypb TEMJbIX MKeJTbIX,
KOPHYHEBDLIX, HACBIULEHHBIX
3esieHbIX TOHOB. Macrtep-ke-
paMHCT co3jan IVIeHHTEeNb-
HBIH Hapoaubiil o6pas ¢ no-
MOLLBI0 OKPYraocTH hopM,
MSTKOCTH JIHHHH H NJacTHY-
HOCTH Ka{10H JleTalu.

Pl 16

NICO AZELADZE,

PAIR OF
ORNAMENTAL
VESSELS,

IN THE SHAPE OF
MALE AND
FEMALE BODY

Georgia, Akhalubani village,
Gori region, 1961,

Clay, hand-modelling, stamped
decoration, burning,

painting, glaze.

H. 43 em.

Inv. no, 11051 I/ 1—2

The Georgian masters use
to call pottery, the most
ancient of all crafts, the
song of hands, the art of
fire or the music of human
soul. The skills of forming
the clay vessel, decorating
it with relief or design
were transmitted from fa-
ther to son. The work of
modern masters rests on a
foundation of rich tradi-
tions, As in Central Asia
the pilau served on lagan,
a large clayware dish, is
said to taste better, so in
Georgia it is believed, that
wine and water acquire
unique flavour and taste,
when poured into clayware.
By virtue of its plasticity,
clay, when moulded, obeys
man’s will easily and re-

tains the assumed shape
staunchly, absorbing the
warmth of master’s hands.
The vessels vary in shape
from traditional jars, such
as kila, chapi, satskhao,
sura, and chinchila, to
zoomorphous and anthro-
pomorphous pitchers. Since
ancient times the wine ves-
sel was considered a recep-
tacle of arcana of Exist-
ence, a repository of hu-
man soul, which accounts
for gravity towards anthro-
pomorphic arrangement.
Ornamental jars shaped
into male and female bod-

ies dressed in traditional
Georgian dress were very
popular. Stylised decora-
tions of dress and stamped
floral ornament adorn the
vessel from the Museum’s
collection. The glaze of
warm yellow, brown, deep
green colours glosses with
subtle play. The craftsman
created a fascinating folk
image employing the
roundness of shape, light-
ness of lines, and plasticity
of every detail.
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BBILIHMTOE IMMAHHO

Harecran, Kadirar. Kowen XVIII 8.

Komonaswas mxaws,
WEIKOBNE HEKPYLEeRBe RUML,
PYUHOE MKQYECMB0, KPAWeHue,
HIUMbe BRpUKpen.

H7x88 cm.

Hua. N& 2827 1l
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Camble paHHHE M3 COXPAHME-
IIHXCA 00Pa3loB KalTarcKux
BHILIHBOK OTHOCATCS K KOHLL
17 — nawany 19 B., xoTs1 cy-
WeCTBOBAMH OHH HA NpoOTH-
KeHun Bekos. Cosznasanu ux
ToabKo B Kaittarckom paiio-
HE, 3aHHMAIOUIEM LIEHTpaJb-
HYID 4aCTh A4TECTAHCKOro
TOPHOTO MaccHBa, H MO3TOMY
BO BCeM MHpE OHH TAK M Ha-
3ulBaoTesl — “KalTtarckue”,
LEHHBILUHECS KaK camble
U3bICKaHHbIe Ha Bcem Kapka-
3e. HasHauenue 3THX BhILIK-
BOK He coBceM sicHo. [Tona-
raloT, 4TO OHH CHAYKHIH B
KauecTBe 3aBec Ha CTeHHBle
HHLIH HJIH JKe KaK MOKpbiBa-
Jla Ha nogylukd. beityer
MHEHHE, YTO HX HCMOJb30Ba-

au H 0T cryasa”, HakpbiBas
JIOJBLKY ¢ MJAJeHUEeM, a me-
pejl He3BaHLIMH FOCTAMH ellle
M NepeBOpavHBajM HA H3HA-
HOYHYIO CTOPOHY, YCHJIHBAA
Maruyeckoe jJeficTeHe H3o6-
PasKEHHLIX Ha Hell 3HAKOB —
KPYrOB, BHXPEBBIX PO3ETOK,
cnupadaed u 1.0. OcHoBOR
H3JeaHl Cy:KHMA yallle Bee-
ro KOHOMJfAHAA TKaHb na4a,
pexe HCMOJb30BaAH XJ0Mua-
ToOyMaxcHyl0. TKauu M3 Ko-
HOMJTH OBIIH HACTOJIBKO pac-
NMPOCTPAHEHbI, YTO HMH H
MVIATHAN 1aHb, H TOPrOBaJNH C
APYrHMH cTpaHamu. Buimmpa-
JIH OOGBIYHO LHEJNKOM, NpHYeM
HEeKPYYEHBIMH HHTAMH, [IHTh-
€M BIPHKpen, JAOMOJHAS ero
TaMOypHBIM HJIH cTefelbya-
ThiM wWBOM. EcTh cBeenus,
YTO pasBejieHHeM LUIeKOmps-
na B 18 B. B 3THX MecTax 3a-

HHUMaJach MOJOBHHA HaceJe-
HusA. Xapakrep y3opom,
BCTpeYaeMuIX Ha NaHHo, ro-
BOPHT O NMPHHALIEKHOCTH
HapoJa K Ko4eBOH KyJbType.
Buityer npepanue, uto ka-
Taribl H3HAYaJAbLHO ObIIH
CKOTOBOAAMH H HX NPaBHTEJIH
npuuLTH 13 apaGeKHX CTpaH.
Cumraercs, UTO caMoHa3Ba-
HHe Hapoja “xaigak” o3Ha-
yaeT “rousfi ckot”, a M3oh6-
paXKeHHble HA BhIMIHBKAX CO-
JAAPHBIE 3HAKH MPEACTABJSIOT
JOHCTAMCKHE CHMBOJIBI COJIH-
ua, pacnpoctpaHeHHbIe B
JIPEBHOCTH Cpefii apabeKux
CKOTOBO4ECKHX naeMeH. K
pPAHHUM MOTHBAM OTHOCHTCH
u H3obpaxKeHHe Kpecra, Ko-
TOPBIM YKpallleHa UeHTpasih-
Hasl 4acTb MAHHO, MpeACTaB-
JIEHHOTro B coOpaHuu Myases,

PL17

EMBROIDERED
WALL HANGING

Dagestan, Kaitagh.
Late 18th century.

Hemp fabric, silk zero-twist yarn,
hand weaving, dyeing, couching.
47x88 cm.

Inv. no. 2827 it

The known specimens of
Kaitagh embroidery date
back to the late 17th —
early 19th centuries. Such
embroidery was woven only
in Kaitagh region of the
Central Dagestan massif,
and thus known to outside
world as Kaitagh fancywork,
valued as the most exquis-
ite all over the Caucasus.
The function of this embroi-
dery is not quite clear.
These articles are believed
to serve as curtains for
niches in the walls or as
cushion coverlets. A notion
prevails, that they were
used also to cover the cra-
dle of a baby to protect him
from evil eye, and in case
of intruders they were
turned inside out to magni-

fy the magic effect of de-
picted symbols, such as cir-
cles, vortex rosettes, spi-
rals, etc. A hemp fabric,
called pacha, was used as a
warp at most. Cotton was
less frequent. Hemp textiles
were so common, that they
were used to pay tribute
and traded with other coun-
tries. Textiles were usually
embroidered with silk zero-
twist yarn, applying couch-
ing, to which tambour or
seather stitch was added.
Evidence exists, that in the
18th century a half of local
populace was engaged in
silkworm breeding. The ar-

rangement of design on the
wall hanging suggests no-
madic identity of the peo-
ple. There is a tradition,
that originally the Kaitaghs
were cattle breeders, and
their rulers arrived from Ar-
abic countries. The word
“Khaidak”, which is a self-
appellation of the people, is
believed to mean “wrangle
the cattle”. The solar sym-
bols depicted in embroidery
are of pre-Islamic origin, in
ancient times such were
popular among the tribes of
Arabic cattle breeders. The
cross adorning the central
part of the wall hanging
from the Museum’s collec-
tion is also an early motif,
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KOTEJI

Jlarecran. XVII 8.

Bpoxaa, meds, aumse, yexana.

B. 38 cu, dm. 44 cm.
Hua. Ne 13036 1

B rtpagnunonnom Gty dare-
CTaHa JIoMallHUi ouar, Kpome
YHKUHOHATBHOTO Ha3Have-
HUS, NpeacTaBasa coboi
cakpaJbHbIfl LEHTp A0Ma,
BOMJIOILAS HIEI0 Jl0CTATKA H
npoupetaHus cembu. Koten
CYHMTAJCA CBAUEHHOH 4acThio
JlOMaliHero oyara, W Muila,
NPUTOTOB/IEHHAA B HeM, 00-
Jajana ocoboil puTyaibHO#
yucrotoi. [Mopiuunoro naac-
THYECKOT0 COBEPLUIEHCTBA JIH-
TeiiHOe HCKYCCTBO KyGauuH-
LeB LOCTHIJIO B H3rOTOBJIE -
HHH TaK HasbiBaeMbIX “aji-
GaHckux” GPOH30BLIX KOTJOB,
KOTOpbIE MOABWIHCL B MEpPH-
oa cymectBoBains Kaskaac-
Kol AnGaunu (1—7 BB. H.39.)
H LWHPOKO PacnpocTPaHHJHCh
Ha TeppHTOopuK Beero Marec-
TaHa. Bo Bce BpemeHa 3TH
BMECTHTEJIbHbIE COCYIbl ObIIH

HEOTBEMJIEMOH NpHHA/LIeNH-
HOCTLI0 NOBCEAHEBHOTD 06H-
xoaa. B Hux rotoBHaoCk
NpasjHHYHOE YTrOlIeHHE,
npejHa3HavyeHHoe LI PHTY-
aJibHbIX O6ILIECTBEHHBIX Tpa-
ne3. Ha nporsakennu ctone-
THI hopMa KOTJI0B nocTe-
MEHHO BHAOH3MEHSIACh,
HanGonee panuue uzjpenus
HMEJIH APOBHIHYIO opMy.
K 17—18 8B. onn npuotpe-
TalT HHYIO, noaycepryec-
Kylo opMy ¢ pe3HBIMH pyd-
KAMH, YKPenJeHHLIMH Ha OT-
BEPHYThLIX Hapyxy GOpTHKaXx.
XapakTepHo, 4To KoTaul 11—
14 BB. yKpawanuch peabed-
HBIMH H306pasKeHHsIMH 3Be-
peH, BCAIHWKOB, IEKOPATHB-
HBIMH MOTHBAMH, HMEBLIHMH

CXOJICTBO € OPHAMEHTaMH Ha
CPeHEeBEeKOBBIX KaMEHHbIX
nantax. [Toannee waoGpaau-
TeJbHblE MOTHBbLI MPAKTHYEC-
KH Hcye3atoT. JlekopaTtHsHoe
oopmiIeHHEe KOT/IA M3 KOJ-
JeKLHH My3esi peleHo B rpa-
thuyeckofl MaHepe, THIHYHOT
IS COCYNOB MO3HEro Bpe-
MeHH. TyJ0BO M KpHILIKY MO-
KPbIBAIOT 0BOJBHO MPOCThIE
Y30pbl, OTJHTHIE B MJIOCKOM
pedabede. C durypHbiMH JH-
THIMH PYYKaMH rapMOHHPYIOT
BLICTYNAWOLIHE aXKypHbie 3a-
BepuieHns GopTthka. Boano-
06pa3Hble MOTHBLEI OPHAMEH-
Ta, NEepPeXolsllero B TPHIHCT-
HHKH, OMOACLIBAIOT TYJIOBO.
[To6Geru ¢ uBeTaMH H JIHCThS-
MH YKPAlIAIT HHAKHIOK 4aCTh
Kotna. Jlarecranckuii Mmacrep
JocTHraeT ocoboro covera-
HHS MATKOCTH, OKPYIVIOCTH
thopmbl cocyaa H JJAKOHHUYHO-
CTH ero jleKopa.

Pl. 18

CAULDRON

Dagestan, 17th century.

Bronze, copper, casting, chasing.

H. 38 cm, dia. 44 cm.
fnv. no. 13096 11

In traditional Dagestan the
fireside, besides its utilitari-
an function, represented a
sacred centre of a house,
embodying the notion of
prosperity and well being of
the family. The cauldron
was considered a blessed
piece of the fireside, while
edibles cooked in it pos-
sessed special ritual purity.
Kubachi casting reached its
excellence in so called Al-
banian bronze cauldrons,
first appearing in Caucasian
Albania, which existed from
the 1st to the 7th century,
and then spreading all over
Dagestan. These capacious
vessels have been an indis-
pensable article of everyday

life for ages. They were
used to cook food for ritual
communal feasts. The shape
of cauldrons changed grad-
ually in a course of time.
The earliest specimens were
perispheric. By the 17th-
18th centuries the caul-
drons assume another,
hemispheric shape with
toreutic handles, fixed to
everted rim. The cauldrons
from the 11th—14th centu-
ries are marked by em-
bossed images of animals,
horsemen, and decorative
motifs, resembling the de-
sign on mediaeval stone
slabs. Later on these orna-
mentations almost disap-
pear. The cauldron from the
Museum’s collection is dec-
orated in graphic manner,
typical for later vessels. The

body and the lid are covered
with rather simple design,
cast in flat relief. Figurate
cast handles are matched
by protruding openwork
endings of the rim. The
body is engird with wavelike
motifs verging into trefoils.
The lower part of the caul-
dron is decorated with flow-
ering and leafing bines. The
craftsman achieved a unique
blend of lightness and
roundness of shape, and
pithiness of decoration in
his produce.
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COCY/1 HYKHYC

Jarectan, KyGaqn.
Koneu XIX — nauano XX 8.

Jamyne, koexa, wekanxa, Kienxa.
B. 22,5 cu, du. 25,5 ca.
Hug. N 14575 N

Jlio6Goii 6BITOBONH NpeaMeT B
pykax KyOauHHCKOTO MacTepa
CTAHOBHTCS HACTOSILLHM [1pO-
HapeneHHeM Hekycersa. Ha-
XOAILLMACH B KOJIEKUHH MY-
3e5l COCYNL HYKHYC, HMEKLLHIT
topmy Benepka, npeaHasHa-
HaJcs IS XPAaHEeHHs ChiMy4yHx
npeametos. Ero npocroii #
JAKOHHYHBIR A€KOD, BhINOJ-
HEHHbIH YeKaHKOM, HANOMH-
HaeT pedbedbl KaMEHHBIX
IJIHT APXHTEKTYPHBIX MaMAT-
Hukos ayna Ky6aun. Tynoso
cocyla OMosiCHLIBAIOT apKH ¢
TOYEHHBIM KOHTYPOM H Kpym-
HBIE 3aBHTKH B (opme Gapa-
HbEro pora. 1o H3aOOJAEH-
Hble MOTHBBI MECTHBIX MacTe-
pOB, BAPHAHTH KOTOPbIX
MOMHO BCTPETHTH Ha CpejHe-
BeKOBbIX cocyaax. Mactep
H3GeraeT NPHMEHEHHS MblL-
HOT'O PacTHTENLHOTO Y30pa,
JIOBOJLHO CKYNBIMH Cpej-

CTBAMH JIOCTHIAsT HEMOBTOPH-
Mol rapMoHnH opmel cocyia
H ero aekopa. EMkocTH no-
100HO#H hopMBl HCNOJB30BA-
Jauck B ObITy KyOauuHLeB H3-
naBHa. Baxuyio posb oy
HIpaJu MpH NpoOBEAEHHH CBa-
neBHbIX 06pAnos, B onpese-
JIEHHBIH MOMEHT OKa3biBafich
B LIEHTPE BCEro Mpa3iHH4HO-
ro aeiictea. Bejnepku, Hanon-
HeHHble MYKO#H, Kpynoii, ca-
XapoM, ¢ GOJIbIIHM YHCAOM
JI0KEK, BOTKHYTLIX PYKOATKAa-
MH BHH3, TOPXKECTBEHHO MpH-
HOCHJIUCE B YHCJIE TPHIAHO-
ro. CryeTsi cOpok amedt x
COEePKHMOE pa3laBajoch
AuTeaam ceaenua. Ecan ne-
secra Obina Oorarta, B npuaa-
HOE BKJIOUAJOCh BEAEPKO,
HanoJHeHHoe cepelpAHbIMH
KoJibLLlaMH, OpacyieTam,

cepbraMH H JApyruMH Aparo-
LEeHHBIMH yKpaueHusamu. Be-
AepKH OOLIMHO CTABHJNCH Ha
CAMYI0 BEPXHIOID NOJKY B
creuMatbLHOl HHLle napajHoH
KOMHATHI H CJAYMKWJIW J0KAa3a-
TEJBCTBOM 3aMHTOYHOCTH XO-
aguna. B GosbliuucTBe 10-
MOB HX YHCA0 KogeGanoch oT
yeTwipex a0 gecatn. B Kyoba-
Hax elle *HBO NOBephe, HTO
HeyHlleHasn nocyaa npueJje-
KaeT aJbiX ayXoB, Giecka e
yTBapH oHu Goatcs. Xoasiika
HATHpaJa Mocyay TONYeHbIM
JIpeBeCHBIM yriieM ¢ GoJb-
LIHM YCEPIAHEM, MO3ITOMY
GONLLUIMHCTBO COCYI0B, OTHO-
CALIMXCHA K MEePBOH MOJOBHHE
19 B., Ha BHINYKJBIX MecTax
NPoTepPTo JI0 JABIP.

Pl 19

NUKNUS VESSEL

Dagestan, Kubachi.
Late 19th — early 20th centuries.

Brass, forging, chasing, riveting.
H. 22,5 cm, dia. 25,5 cm.
Inv. no. 14575 I

A craftsman from Kubachi
refines any household uten-
sil to a state of pure art.
Pail shaped nuknus vessel,
now in the Museum collec-
tion, was used to store
grain and other dry articles.
Its simple and unpreten-
tious ornamentation, made
by chasing, resembles the
relief on the stone slabs
from architectural monu-
ments of Kubachi village.
The body of the vessel is
begirt by arches with dotted
outline and large mutton
horn-shaped twiddles.
These were favourite motiis
of local craftsmen, so their
multiple variations could be

seen on mediaeval vessels.
The master, who made our
nuknus, avoided the em-
ployment of exuberant floral
design, thus achieving rare
balance between the shape
of the vessel and its orna-
mentation by quite a few
means. The containers of
that shape served Kuba-
chians from of old. They
were important elements of
marriage rites, a focus of
the celebration at certain
moment. Small pail filled
with flour, grain, sugar, and
with a number of spoons
stuck into it with a handle
down, were brought as a
part of the dowry. Forty
days later the contents were
distributed among the in-
habitants of the village. If
the bride came from a
wealthy family, a pail full of

silver rings, bracelets, ear-
rings, and other precious
ornaments were included
into dowry. These pails were
usually put on the upper
shell in a special niche in
the front room, thus giving
evidence of householder’s
prosperity. Their number
varied from four to ten in
most houses. The inhabit-
ants of Kubachi still hold a
belief that unbrushed uten-
sils attract evil spirits,
while shining implements
keep them away. A house-
wife would polish the ves-
sels with pounded charcoal
so diligently, that most of
those, which date back to
the first hall of the 19th
century, have rents on con-
vex parts.
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Harecran. Cepeauna XIX B,

Kepamura, opuoska wa cmarnke,
wmasn, o0Mue, 21a3yp.

Ju. 41 e

Hua. Ne 11304 1l
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Ha npotsaxennn Bekos Kepa-
MHuecKas nocyna Ganxapce-
KHX, CYJEeBKEHTCKHX, JUKY-
JIMHCKHX MacTepoB-KepaMue-
TOB NM0Jb30Basack 60JbLIOH
NonyasgpHOCTbIO B ObITY Jare-
craHues. B cembsix uznasna
CylleCcTBOBaJ 00kuai ykpa-
WaTh Jy4LIYyi0 KOMHATy AoMa
CaMbIMH KPACHBBIMH BellaMH.
Kak npasuno, B Heil ecTb
BCTPOEHHARA HHILA, HA MOJKAX
KOTOPOIi BLICTABJEHB! Mpej-
MeTbl ObiTa, napaiHas npasi-
HHYHasA nocyna, opysxue. Bo
MHOTHX JOMax JKHTeJel Ha-
ropHoii yactu Jarecrana
MOXHO BCTPETHTh HApsiiHble
Omosia W cocybl, MOJYYHB-
1IHEe YCJIOBHOE HasBaHHe “He-

nUKCKHX". OfHUM U3 Kpyn-
HBIX LEHTPOB KepaMHYeCKoro
NPOM3BOACTBA ObINO celieHne
Henuk na woro-soctoke [la-
recTana, rie MUJIH NpermMy-
uecTBeHHo Jnesrunbi. Magec-
THO, 4T0 710 15 B. H3nenns
TAKOro poja NpoH3BOAWJIHCE
B cenennn Kana, a nocse ero
paspyuieHHsl 9TO HCKYCCTBO
MePEXOIHT K HCMHKCKHM Mac-
TepaMm. locTHrHyB cBOero
pacusera B 18 B., usrotos-
JIeHHe TMOJHBHON noaraasyp-
HOW Kepamukh B 19 B. nocre-
neHHo npekpawaerca. bawona
HMeJIH IeKOpaTHBHOE Npej-
Ha3HaueHHe, O 4YeM CBHje-
TJLCTBYIOT OTBEPCTHS HA
AHE Al NOJBELIHBAHHA HA
creny. Baogo u3 konnekuun
My3esl HMEeeT BCe YepThl, Xa-
pPaKTepHLIE 5l KEPaMHKH
Henuka. HernyGokoe, ¢ mm-
POKHM GOPTOM, OHO peLleHO
B 3(beKTHON UBETOBON raM-

me. Kpacku, nocrenesno me-
HAI MHTEHCHBHOCTL H TayOH-
HY UBeTa, Kak Obl CJAHBAIOTCA
K LeHTpy OJ101a, nepeTexasn
OT 3€JIEHOT0 K TeMHO-KOpHUY-
HEBOMY, & 3aTeM K 60paoBo-
MY C BKpPanJeHHsIMH #KeqaTo-
ro. B otopmaennn 6aio1a
HCMOJIb30BaHA TEXHHUKA
WTAMIOBKH, XapakTepHas
IS 9TOH IPYNNbl KEPAMHKH.
Ha ummpokom GoprHke oTTHC-
HYTBI TPEYTOJALHHKH H COJsp-
Hble PO3ETKH, KOTOphlEe mepe-
MeXKalTcs H30BpaKeHHsaMH
Geryuiero Kots, o6pa3 Koto-
pOro Mrpas BaxHyl0 pollb B
JlarecTaHcKoli KyasType. B
OBITY TOPLEB NOMHBHBIE GJ10-
Jla NPHMEHSIJTHCh B PHTyanax
“CHATHA Cryasa, mopuu”,
Martb nepeaasana ux gouepu
B COCTaBE MPHIAHOIO Kak
obeper W LeHHYIO CeMelHyIo
PeHKBHIO.

Pl. 20

DISH

Dagestan, Mid-19th century.

Earthenware, throwing on lathe,
stamped decoration,

burning, glaze.

Dia. 41 cm.

Inv. no. 11304 11

The earthenware made by
potters from Balkhar, Su-
levkent, and Jhuli was pop-
ular among the people of
Dagestan for ages. Since
early times there was a cus-
tom to decorate the best
room of a house with finest
belongings. As a rule, the
room has a built-in niche,
the shelves of which carry
various utensils, state fes-
tive tableware, and arms.
Elegant dishes and vessels
conventionally called Ispiki-
an, were common in the
houses of inhabitants of the
highland Dagestan, This
designation relates to the
village of Ispik in the
southeastern part of Dag-
estan, an important centre
of pottery inhabited mainly

by the Lezgins. It is known,
that before the 15th century
the ware of this kind was
produced in the village of
Kala, and after its destruc-
tion the craft was trans-
ferred to the potters of
Ispik. The manufacture of
underglazed slip ceramics,
which reached its prime in
the 18th century, disap-
peared gradually a century
later. The dishes were used
as decoration, which is evi-
denced by perforations in
the bottom made to hang
them on a wall. The dish
from the Museum's collec-
tion possesses all typical
features of Ispikian pottery.
It is shallow, with broad

rim, and is decorated by a
bright spectacular range of
colours. The colours chang-
ing their depth and tinting
strength gradually seem to
interfuse to the centre of
the dish, flowing from green
to deep-brown, and then to
vinous with droplets of yel-
low. To decorate this dish a
stamping technique, which
is typical for this kind of
pottery, was used. Triangles
and solar rosettes are
stamped over the broad rim,
altered with images of cou-
rant steed, an important
pattern in Dagestan culture.
Hilliolk employed the glazed
dishes in the rituals, per-
formed to cure the malefice
or hoodoo. The mother
would pass it over to her
daughter as a part of the
dowry to serve as protection
and valuable family relic.
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Ha. 21
MEPKH
Harectan. XIX—XX b8,

llepeao, peavba.
26,5517 cm. 30222 cu.
Hua. Ne 5592 [If, 10929 (I

Mckycerso pesnOnl no aepe-
BY 3apoausiock B Jlarecrane
B rayGokoi apesnoct. M3
AepeBa, NpHYeM pPasianuHbIX
Nopoj, CO31aBajluCh apxu-
TeKTypHbie jeTann tacaga H
HHTEpLEpPA HE TOJBLKO JOMOB,
HO M KYJIbTOBBIX COOpYKe-
nuit. Jomawnsas meGenb u
YTBApb TAKXKe H3rOTOBJAAJIUCH
H3 apesecHHbl, TyT Gbliau
YeprnakH, JOMKKH, NOA0HHHKH,
Gaiofa, a TakikKe BCEBO3MOK-
HBI€ COCY/bl LISl H3MEpeHHs
H XpaHeHus 3epHa, MYKH,
JHHAKOCTEH — MEpPKH, COJIOH-
KM, noctasubl. Cyuiecteosa-
JIH CNeUHaJBbHO OTBedeHHbIe
MecTa, rle X pa3BellHBaJH
HJIH BLICTABJSAJIH, — Ha CTe-
Hax, OMOPHLIX cToabax, Ha
KpbILIKax OoJbLIHX Japei.
Bee Gblio noguHHeHo Keda-
HHID c/lesaTh MHTephLep Ha-
psiHee H KomopTHee.

Odopmaennio nocyasl yaens-
nock GodblIoe BHUMAHHE.
Harotosnsnuch mepku u co-
JIOHKH M3 JIPEBECHHEI Npoy-
HOH, NOAATAHBOMH H ynpyroi,
Takoi, kak cocHa. Pe3nba
HaHOCHJAach He GecnopsLoy-
HO, @ BCErJa B CTPOroM co-
OTBETCTBHH ¢ OpMOH npe-
MeTa. Y30p Ha MepKax M
JPYrux GLITOBLIX M3JEJHAX, B
OT/JIHYHE OT aPXHTEKTYPHOro
leKopa, HHKOr/a He OBl
MOJHOCTBIO PACTHTEJbHBIM, a
NpPeHMYyLLIECTBEHHO T€OMeTpH-
YECKHM — 3TO CIHpaJlH,
poMOkI, pa3jiH4Hble CETKH.
Muorna mepku noxpsiBanu
YePHOH Kpacko#, ocTaBJsf

JUIb OTACJIBHBIE 3JIEMEHThI
eCTEeCTBEHHOrD OTTeHKa, —
TAK YKpalleHbl H31e/Hs H3
my3einoro cobpanus. [Tomu-
Mo OyiAHeH, MepKH HCHoJb30-
BaJHCh U B npa3aHuku. OHH
GLIIH BaXKHBIMH aTpHOyTaMH
TPAIMLHOHHBIX PHTYanoB cOo-
pa ypoman. MepkH BXOIHIH B
NPHAAHOE HEBECThl H TOpIKe-
CTBEHHO MPOHOCHJHCh BMECTe
C OCTaJIbHLIMH NpeAMeTaMH H3
HEBECTHHOTO 10MaA MO rJas-
HOM yaHlle B 10M KeHHXa,
HMmu ke ykpamanacb U KoMm-
HaTa HoBoGpa4Hbix. MepxH,
KaK W JApyTHe MpoH3BeleHHs
JIArecTaHCKOTO HCKYCCTRd,
MUIEHAIOT MACTEPCTBOM HCMOJ -
HEeHUA W JI0GOBHLIM OTHOLIE-
HHEM K OObILEHHBIM BELIAM.

PL. 21

MEASURES

Dagestan, 19th—20th centuries.
Wood, carving.

26,5x17 cm. 30x22 cm.
Inv, nos. 5592 111, 10929 Il

The art of woodcarving was
known in Dagestan since
early times. Details of pane
and interior of both houses
and ceremonial buildings
were carved from wood of
various kinds. Household
furniture and utensils were
also made of wood. Such
were the ladles, spoons,
milk buckets, dishes, and
also divers vessels to mea-
sure and store grain, flour,
and liquids, such as mea-
sures and saltcellars. They
were hanged or set in spe-
cially reserved places,
namely on the walls, sup-
porting posts, and covers of
large bins. Everything was
subject to the desire of
making the interior of a
house more elegant and
comfortable. Great care and

attention were exhibited in
decorating the ware. The
measures and saltcellars
were made of solid, yield-
ing, and tough wood, such
as pine. It was carved
strictly following the shape
of an article, never in errat-
ic manner. The design on
measures and other house-
hold utensils, unlike archi-
tectural decor, never was
entirely floral; on the con-
trary it was predominantly
geometric, featuring spirals,
lozenges, various lattices.
Sometimes measures were
covered with black paint,
leaving only few elements
of original colour. Such was
the case of the measures
shown here. The measures

were used not in everyday
life, but on holidays also.
They were instrumental in
customary harvesting rites.
Moreover, they formed a
part of the dowry, and were
brought with great pomp
along the high street from
the house of the bride to
that of the groom together
with other items. They were
further used to adorn the
room of the bride-couple.
The fascination of these
measures, like any other
work of Dagestan art lies in
the skill of workmanship
and affection towards ordi-
nary objects, displayed by
craitsmen.
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Ha. 22

KOBEP XHWJIS1-BYTA

AzepGailukan, ceno Xui.
Mepras nososuna XIX .

Ulepcme, xaonok,
BOPCOBOE MKAHECMAO.
370x155 cm.

Hua. Ne 1364 1l

Kospbl THNA Xuaa-6yma wus-
roTABJIHBAIHChL B cene XuJis
(HaH XuJa), pacrnosoKeHHOM
nenonaneky ot baky. B nHa-
3BAHWH ITOTFO THMA H3/1EJHH
HAULIO OTpPAXKEHHE KAaK MecTo
HX [POH3BOACTBA, TAK M OC-
HOBHOH W1l HHX OPHAMEH-
TalbHbl MOTHB Gyma. 3T0T
y30p, IHPOKO H3BECTHBLIH B
opuamentuke Mpana, Typuun
¥ MHIHH, HanoMHHAET M0
MHHAs, HIH QacosH, HIH
NPOAOJITOBATOrO 3epHa H
CBA3LIBAETCH C MbILIHBIM
usetennem npupoisl. Ero
TaKKe TPAKTYIOT KaK CXema-
THYHOE H300paXeHHe NasJjH-
Ha, ABJSIOLLErocs CHMBOJIOM
GOKECTBEHHOI0 OTHSI H COJH-
a y TIOPKCKHX Haponos. B
KaKJI0M LIeHTpe KOBpOTKaue-
CTBA CYULECTBYIOT CBOH BapH-
AHTHI 3TOTO 3JIeMeHTa.

B koBpe H3 KOJUIEKLHH MY-
3es OH BbINOJHEH B MaHepe
MepCHACKOro LUBETOYHOTO
y30pa M, NOBTOPASCH MHOTO
pas, 3anoJHAeT UeHTpalbHOe
nose. Ha TemHo-cunem
thoHe, 3anogHeHHOM pALaMH
GyTa, BbUIEAAOTCH TPH POM-
OOBHAHBIX MeNaJboHa, ABJA-
IOLLMXCA CHMBOJIAMH 3eMJIH,
JKEHCKOTo Hayana H niolopo-
aust. Kpas uentpadbHOro
nojs U 60pPLOPHLIE MOJOCH
OKHBJICHB! IIBETAMH Ha Npsi-
MbIX CTefJIfX, CTHIH3IOBAH-
HLIMH JKHBOTHBIMH, NTHUAMH
H APYTHMH 3JeMEHTaMH,
CBOMCTBEHHBIMH KOBPOBOH
OpHaMeHTHKe GaKHHCKOTO
peruona. [Toutu nientuyen
MyseiiHoMy Kosep u3 locy-
napetsennoro Meropuuecko-
ro My3esi, Ha KOTOPOM COXpa-
HuJack Hamnuen “1218 .
xuakpu” (1801), uto nosso-
JISieT 1aTHPOBATh OMNUCHIBAE-

MBI KOBEP MEPBOH MOJOBH-
noii 19 B. [lonoBuele KOBpBHI
MOXKHO OTHECTH K MpOH3BE-
JIEHHAM FOPOICKON KyJIbTYpBI,
A5 KOTOPBIX XapPAKTEePHbI
WHpoKas KalmoBas pama H3
HECKOJIbKHX OpPHAMEHTAILHbIX
MoJioc, CJAOKHBIA H TOHKHH
pucyHok y3opoe. HMasectho,
YTO MPH COZLAHHH ITHX H3IE-
JIMil HCTIONB30BAJCH TPy Ma-
JNeHbKHX J€BOYEK, TOHKHE
NajLYHKH KOTOPHIX MPH TKa-
Hbe KoBpa obGecriednBaj ero
Goabiylo naoTHocTh. B ce-
fNeHHn Xuaa vacto padboTanu
Mo ClelHalbHBIM 3aKa3am,
HaMpHMep, H3roTaBJHBas
KOBPBI /1S TTOCOJIBCKHX 1apoB
HJH Ha MPoJaxKy HHO3EMHBLIM
Kyniam.

Pl. 22

CARPET OF
KHILA-BUTA TYPE

Azerbaijan, Khila village.
First half of the 19th century.

Wool, cotton, pile technigue.
370x155 cm.
Inv. no. 1364 Il

Carpets of khila-buta type
were woven in Khilya (or
Khila) village situated not far
from Baku. This name re-
flects both the place of origin
and the basic ornamental
motif of buta. This design,
prominent in the ornaments
of Iran, Turkey, and India,
resembles almond nut, or
haricot bean, or long grain
and is associated with an ex-
uberant bloom of the nature.
It is also interpreted as a
schematic drawing of pea-
cock, a symbol of divine light
and sun among Turkic peo-
ple. Each centre of carpet

weaving has its own modifi-
cation of this element. On
the carpet from the Muse-
um's collection it is made in
a manner of Persian floral
design and fills the central
field, duplicated over and
over. Three lozenge-shaped
roundels, the symbols of
earth, womanhood, and fertil-
ity, relieve against the maz-
arine ground filled with buta
rows. The sides of the central
field and border pieces are
animated with flowers on
straight stalks, stylised ani-
mals, birds, and other ele-
ments common to carpet or-
naments from Baku region.
This carpet is almost identi-

cal with the carpet from the
collection of the State His-
torical Museum, bearing the
writing “Year of Hegira
1218” (1801). Thus, it could
be dated to the first half of
the 19th century. Such car-
pets can be attributed as the
products of urban culture
characterized by a broad bor-
der frame of several orna-
mental stripes, complex and
exquisite pattern of design. It
is known, that little girls
were employed in weaving
these carpets, for their small
fingers could give the pro-
duce greater count. The
weavers of Khilya often made
carpets to order as gifts for
embassies or for foreign
trade, for instance.
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Ha. 23
CEPITYLIH
KPBLIIKH 119 1JI0Ba.
AsepGaiimian.

Bropas nonosuna XIX s.

Medv, kosxa, noayda, epasuposka.
B. 25; 29 e
Hua. Ne 10656 11, 10677 1

Mennas nocyna Geia cambim
pacrnpocTpaHeHHbIM H3IEJIHEM
Ha mycynabmanckom Boctoke,
MOCKOJIBKY CYLIECTBOBAJH OF-
paHHYEHHA HA H3rOTOBJEHHE
OLITOBBIX H3JeJHA H3 aparo-
LeHHBIX MeTaaioB. B Asep-
OaiuKane NpHCYTCTBHE Me[l-
HOH YTBAPH B JOME CUMTA-
J0Ck NpU3HaKom Gaaronosy-
uns cembi. Cornacho apes-
HHM TOBEPLAM, 3JIble IyXH
Goaance MeTamIHueCcKoil no-
CYIbl H HE MOTJIH NPHYHHHTE
BPE/L TEM, KTO €10 NoJb3o-
sanca. Bo muorux azepfaii-
HKAHCKHX ropofax Obljau 1e-
JIble YJHLB MEAHHKOB, CO3na-
BABLLIKX MPH MOMOULH Fopsiveil
KOBKH pasHooOpasHbie no
dopme U HazHaueHHIO GbITO-
Bhle H3neausn. Cpeau Hux —

AOPOKHBIE CYHIYKH, CBETHJb-
HHKH, COCY/bl L5l BOJBI, Ka-
3aHbl H KOTJIbI JI/I5l TPHTOTOB-
JIeHHs MHILH, CTOJOBAs Tocy-
J1a W jaxe OaHHbie NpPHHAL-
nexuoct. s ux ykpawe-
HHSE MOTJIH TIPHMEHSITh TaKHe
BH/IbI XyA0KECTBEHHOH OT-
JeJIKH, KaK YeKaHky, duaur-
paHb, YepHeHHe, 3Malb, HO
[PEANOUTEHHE BCE JKe OTAa-
BaJH TPaJMUHOHHON FPpaBu-
poske. OpHamenTsl BLIGHpA-
JIHChH PACTHTEILHBIE, 1BETOY-
Hbleé H reoMeTpHYecKHe, yac-
TO npuberain Kk apaGekum
HANHCAM, B KOTOPBIE BKIIO-
4ajli MMsi MacTepa, aaTy H3-
rOTOBJEHHS, Oaaronoxena-
HHE, CTUXOTBOPHYIO CTPOKY
uian uspeuenne us Kopana.,
Y30pbl, Kak npaBuJo, pacno-
JIATANHCh KOHLEHTPHYECKHMH
nosicamu. Bee 310 xapakrep-

HO H ISt cepnyueti — Kpbi-
leK Aas naoBa W3 cobpanus
My3est, HCNOJb30BABLIKXCSH
A5 HAKPLIBAHHA NoAaBaemMoil
Ha MOAHOCAX MHULH, 4TOOHI
oHa He ocThiBana. Mx dopma,
HanoMHHAawiLasa CTapI‘IiIIIbII:‘l
1IeM, NepekJuKaeTest ojiHo-
BPEMEHHO ¢ KynoJamH my-
CyJbMaHCKuX Mevereil. Tuia-
TE/ILHO MPOIYMaHHbLIR AeKop
H3BICKAHHO MpOCT H JNAKOHH-
yeH. Bo BpeMsi npasanuuHbIx
MHPOB CEPYyLIH YKPallaJau
CTOJ, npHaaeasn paﬂocmomy
COOBITHIO OTTEHOK TOpXKe-
CTBEHHOCTH.

Pl 23

SERPUSHES

Covers for pilau.

Azerbaijan.
Second half of the 19th century.

Copper, forging, tinning,
engraving.

Hia. 25; 29 cm.

Inv. nos. 10656 I, 10677 Il

Copperware was the most
common kind of ware in Is-
lamic world, because of pre-
scriptions prejudicing the
manufacture of household
utensils from precious met-
als. In Azerbaijan the pos-
session of copperware was
considered an indication of
family prosperity. According
to popular beliefs, evil spirits
were afraid of copperware
and could not harm those,
who used it. In many Azer-
baijani cities there were sep-
arate rows of coppersmiths,
who produced household
utensils of various shape and
purpose by hot forging.
These included trunks,

lamps, water vessels, cooking
cauldrons, tableware, and
even articles for bathing.
They could be adorned with
chasing, filigree, niello, glaz-
ing, but traditional engraving
was most favoured. Floral
and geometric motifs were
chosen as design; inscrip-
tions in Arabic, containing
the name of the smith, the
date of manufacture, a bless-
ing, a verse or a quotation
from Qur'an, were often em-
ployed also. The design, as a
rule, was arranged in con-
centric circles. All these fea-
tures are also characteristic

of serpushes, or pilau covers,
from the Museum'’s collec-
tion, used to cover the food
served on trays to prevent it
from cooling down. The
shape of these covers, re-
sembling an ancient helmet,
takes after the domes of
mosques at the same time.
Elaborate decoration is sim-
ple and unpretentious. Ser-
pushes decorated the table
during the feasts, giving the
festal occasion a touch of so-
lemnity.
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B kocmiwome, npedcmaaaiiouem
coboll 00n0 U3 saxcHelwux 8-
ACHUL MaAMepuaIbHol Kyabmypol
yepogedecmaa, nNOMaiytl, Hau-
fionee APKO OMPasuaucs ocoben-
Hocmu Guma u bumus Hapodos
Bocmoka. Kocmiwoyx — amo edu-
ot xydoxcecmeennoil KoM -
AEKC, .'fK.IHJ‘fEIKJH{!H‘J HE MOAbLKO
HameabHylo odexdy, ecorosnol
ybop u obyss, Ho u yeaud pad
L'(JFIHIP}L‘IHE!yK)H{HI JAEMEHMOS .
APUYECKY, epuM, MAMYyUposKy,
yKpawenus u dpyeue akceccya-
pol. Paccmampusas kocmom Kak
ucmopudeckutt enomer, Heob-
xodumo ommemums ydusgumens-
HYK YEMOUYNBOCMb €20 CMPYK -
MYPHBIX 3ACMEHIMOB, MUNOS, XY-
doMecmaeHnHoeo opopMaeHUA.
Ime nossoasem eosopunis o0
HeM KaKk 0 Hauboaee mpaduigu-
OHHOM SBAeHUU Kyabmypel —
gedo 8 cmpanax Boecmoka xoc-
MM HA NPOMANEHUE MHOSUX
cmoaemull ocmasaica 8o MHO-
20M HeUu3IMEHHbIM, XOMmA, ecme-
CMBEHHO, Obld nodsepiuced u
BHEWHUM BAUAHUAM, U Mode,
Hapady ¢ ocHoBHHM ymuai-
mﬂpHH.K HOAIHAYEHUEM KOCMKOM
obradaem MHOZUMU DYHKYUAML,

U npexde 8reco — CUMBOAUKO-
oxpanumeavrou. Xopowo ussec-
MHo, 4Mo onpederentsie, saue
acecn OpHAMEHMaAbHbe, 34e-
Mmenmel Kocmoma © eayboxod
OPeBHOCMU CAYNCWAU MASULECKUM
cpedemaoM 3aujumsl om npupod-
Hblx cmuxuil, paznozo poda Ged-
cmautl, 0oaeinet, 3aby JeMOHO8
u dyxoe. Cyuyecmeosgaau opHa-
MEHMBL MACUKO-3AKAUHAMEABHO-
20 xapaxkmepa, Komopsie omspa-
H{H.'H-u’ 3aule ‘i'ﬂ'ph!, ﬂpll!ﬁipﬂ.?ﬂ'.’!ﬂi(i-
AUl BAOOACHHBX, Uepaal poib
obepecos cemelnoeo ouaea, doma
u weaosexa. [lpuvemn nomewarico
makue y3opel, KAK Npasuao,
BOKpYe cOPAOBUHDbI, 8 Kadme py-
Kasos u nodoaa odexcdst — mo
ecmes 8 mex mecmax, wepes Ko-
mopeie, KAk c4umaioce, spedo-
HOCHOE OYXU MO2AW NPOHUKHYNTb
a8 meao weaogeka. Ty we oxpa-
H.!Jﬂ“:‘.'lbﬂy.l{) c,byﬂxqum BuNOAHA -
AU YKPAWERHNUA, SPUM U mamyi-
posaka.

B mpaduyuonnom Kocmiome,
Kak 8 HeKkol “udeaisroill modeau
dedcmaumensnocmu”, naxodam

HUH.IUN{EHHE’ f}ﬁp-ﬂ.’ih{ BNHIIJH u
Hepogexa, npedcmasaenun of
yempoticmse Beeaennodl, o dpes-
HUX Ooxcecmaax u cuaax, sedawo-
wux naodopoduesm u npoygema-
HUeM FeMAl, 0 Kpacome u Mupo-
80l eapMonul. YKpauwaoujue Ko-
CRUIOM Y3opel Hecym & cebe 2ay-
00KOE cuMBoautecKoe codepxca-
Hue. B Hux sauugposaHs sax-
Heluue NOHAMUA, CBA3AHHBIE CO
BCeMU ACTeKManu Hea08eHecKoeo
cyujecmaosanui. B ynopadouer-
HOocmu u UFEHHH'I'HUL'HIU l.'n]'PyK'
mypsi OpHAMeHma, JuHaMUKe u
IKCApeccuu eco INeMERMOE 38Y-
Ham Musesle pumamol npupodu,
BHABAHEMCA ecMecmBeHnan op-
2AHUIOBAHHOCMb U {eA0C -
Hocme bumus, a 8 MmHoeoobpa-
JUU OPHAMEHMAADHBX dopu —
sce Goeamcmeo obpasos mupa.
Tak, spiuumeie ¢ 4emoipex cmo-
POH Ha nodoae KumMalcko2o na-
padnozo xarama (uru Gespy-
KasKu cAN3il) 20psl CUMBOAUIU-
posaau 3eMan, a cam Kpye no-
doaa — Hebo, obaaunne u 80a-
HOOOpA3HbBIE MOMUBH OAUYeMmBO-
PaAu HenpecmaxHoe deuxeHue u

The dress, one of the key phe-
nomena of the material culture
of mankind, reflected the char-
acteristics of the life and exist-
ence of Oriental peoples per-
haps in the most vivid manner.
It is a single artistic complex,
which includes clothing, head-
gear and footwear, as well as a
number of concomitant ele-
ments, such as hair style,
make-up, tattoo, jewellery and
other accessories, In judging
dress as a historical phenome-
non one should note the strik-
ing uniformity of its structural
elements, types and decoration.
This allows to consider it as
the most {raditional of the
achievements of culture, for in
Oriental couniries dress re-
mained practically unchanged
for centuries, despite the expo-
sure both to external influence
and fashion.

Besides its main utilitarian
purpose, costume has a number
of other functions, such as the
symbolic and protective. I is
well known that since early
times certain, most commonly,
ornamental elements of dress

served as a magic protection
against forces of nature, calam-
ities, diseases, demons and evil
spirits of various kind. There
were designs of magical or
charm-like nature, employed to
ward off evil, put lovers under
the love spell or protect hearth
and home, as well as men.
Such decorations were usually
arranged around the throat or
on the border of sleeves and
lap, i.e. at those places,
through which malignant spir-
its were thought to enter the
body. Jewellery, make-up and
tattoos performed the same
protective function.

Traditional dress, like some
kind of “ideal model of reali-
ty”, objectifies the images of
Man and his Existence, notions
of the constitution of the Uni-
verse, of ancient deities and
powers in charge of fertility
and prosperity of the Earth,
and of beauty and universal
harmony. The ornaments deco-
rating costume possess a deep

symbolical meaning. They con-
tain in cipher the key concepts
pertaining to all aspects of hu-
man existence. The orderliness
and naturalness of ornaments’
arrangement, the dynamics and
expressive power of their ele-
ments, echo the pulsations of
environment, and reveal the
natural organization and in-
tegrity of existence, while the
diversity of ornamental motifs
comprises the full wealth of
images of the world. Thus, the
mountains embroidered on the
Jfour sides of the lap of Chinese
ceremonial robe or xiapei jack-
et symbolized the Earth, the
round of the lap itself being the
Heaven; cloud- and wave-like
motifs represented perpetual
motion and interaction of two
opposites of yin and yang, and
the composition as a whole
was likened to a picture of the
universe, its centre found in the
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K oc m o0 M

szqumodedcmsue dsyx nPomuseo-
SOLOMHNY HAYAL — UHBL U AH, 4
s0% KOMNOIULUA Gotaa Yynodod-

Kapmuxe Mupozdanus,
poM KOMOPOSO MbCAUACA
ennbill 8 nodofHoil Koc-
mon uunepamop. B Hudonesuu
w3 MEAHEH ¢ MAK HA3biBaeMbimu
“COCMOA0SUYECKUMU Y30paMu”,
SE1ONAOW UL Maxkue MOMUuaH,

sax [peso mxusnu, Muposas
pa, xpax, “KopaGaw mepm-
swx” . B8 NPOWAOM wuAU odexcdy

moasKko dAf auy Kopoiesckol

HUAAbHO-PAIAUYUMEIbHAR
U8 KOCMIOMA i MHOZUX Ha-
sodos Bocmoka uepaia 8aichyro
sae. [To kocniiomy MONHO ObAO
apedeiums cmamyc waena ob-
musN, €20 MAMEPUaIbHoe U ce-
NOAOMEHUE, BOIPACM,

SMHUMECKY IO NPUHAOAEN -
=ocme. Pane Kumaidckoezo, Ko-
PEUCKO20 UAU BHEMHAMCKO20 HU-

uKd, K npuMepy, yiHasaici
oMY 3HARY — eolumol 8
MuUSHOM Kaadpame Ha
dueype musomuozo. 3a

REUNOe

Howerue odexdel, He coomaen-
cmeyouwel CoyuarbHoOMYy cma-
mycy, 4er08esy Mo2au epo3ums
CYpoBLIe HAKAIAHUA, 1 8 HEKO-
Mopuix CAYHASX — CMepMHAf
kKa3Ho, B mo we spens onpede-
ACHHBIL MU KOCIIOME MO2 CAY-
Heume W POpMOIL COYUAABHOEO
npomecma, OmKa3a om oguiyu-
AAbHBX YemaHosok (obiauerus
depautied, Kumaickux daocos i
m.d.). B 2opodckoll cpede odex-
da eogopuaa 0 XYdomecmaeHHom
aKiyce, Kyawmype u daxe aMoyu-
OHAALHO-NCUXOAOSUHECKOM CO-
CMOAHUN €€ HOCUMmeas. pr.'e.u
pa.‘f.-wwu}{ no noay w ga3pacrty
HE UMEAU MAKO20 CYUECmBeRHo-
20 3HAWEeHUA, Kaxk no obwe-
CMBEHHOMY NOAONCEHUIO HEA0BE-
Kka. B Cpedneti Asuu, nanpumep,
WeHWUHA B NOBCedHEsHOM Obimy
HACMoO UCNOAb306AAA XAAQMIb
MYNCKO2ZO NOKPOR, a demckas
00eMOa ROUMU HUNEM He Omal-
HaAdce om B.'JPUE'.'IO[;, Hmo xXa-
pakmepHo dag MHo2ux asuamc-
Kux cmpan. B Hnonuu yrusep-
caabHoe 0aa 6eex CA0es Haceae-
HUS KUMOHMO Hawuwas ¢ 17 8.
wwaocy npubiuaumenvro oduna-

emperor, who would wear such

:s. In ancient Indonesia lex-
es with so called “cosmologi-
al ornaments”, which included
smch motifs as the Tree of Life,
['niversal mountain, a tem-
sle, “the ship of the dead”,
zere used only to sew clothes

r royalty.

The social-discriminative
unction of costume was also
pronounced in many Oriental
wltures. Dress matched the so-
al status of a community
ember, his material and fam-
ly status, age, sex, and ethnic
dentity. The rank of a Chinese,
in or Vietnamese official,
for instance, was reflected in a
square badge on the chest with
the embroidered figure of an
amimal. The wearing of dress
inconsistent with one's rank
could result in a serious penal-
ty and, in some cases, even
ital punishment. At the
1e time certain types of
ess were employed as a kind
f social protest, involving re-

]

jection of formal rufes (the
vestments of dervishes, Chinese
Taoists, etc.). In urban envi-
ronments dress signified the ar-
tistic taste, education and even
psychological disposition of its
wearer. It is noteworthy that
difference in sex and age was
of lesser importance when
compared to social status. In
Central Asia, for example,
women often put on robes of
male cut as casual wear, and
children's clothes differed only
slightly from those of adults,
which was also typical for a
number of other regions of
Asia. In Japan the kimono, a
dress common to people of all
walks of life, was sewn approx-
imately in equal size since the
I7th century, while in Myan-
mar the Burmese of both sexes
prefer the sewn tubular skirt to
this day.

koaozo paszmepa, a & Mvanme
MydCHunbl 0O CUX NOp npeonoul -
Mam HOCUMb, KAK U MeHuju-
Hbl, CHIUMIIO NPAMYIO 100KY.
Tpaduyuornwd Kocmwom om-
Audaemcd  Yomoduusocmeo U
YHUBLPCAALHOCMBIO munos
odexcdol. [Hupokoe pacnpocmpa-
HEHUE NOAYHUAO odeanue cao-
AodHoeo NOKPOR: MAaK Cuilmol
apafckue xaramo u3 Eeunma u
Apeanucmana, ysbexkckue Koc-
moMsl, KumabdcKue xatamol o
ANOHCKUE KUMOHO, UHOUICKUE U
uHdoHe3ulickue myxckue pytau-
Kku. OdHako cnocofvl HOWEHUS
ceobodnoi odemdn Gwau pas-
AULHB: 8 MYCYAbMAHCKOL mpa-
duyuu npednovyumant cKkpulaants
gopusi meaa, a 8 Hnonuu uckyc-
HO 3QBAIAKKBIL NOBEPX WEHCKO-
20 KUMOHO nosc obu, mackupys
ecmecmeaennoie nponopyuy me-
AQ, mem He MeHee, co3dasan
snevamienie CMpodHocmu U
usziwecmsa. B apaGekux cmpa-
HAX MYNCCKOU KOCMIOM BKAMOUA-
em MmaxKmwe Hlﬂﬂﬂﬁdpb{, noesca,
20008HME nAAMKU, 008UNMbGE
whypamu, u wanowku. B Cped-

Traditional dress is charac-
terized by the consistency and
universality of its types. Loose
atlire was widely popular: Ara-
bic robes from Egypt and Af-
ghanistan, Uzbek garments,
Chinese robes and gowns, the
Japanese kimono, shirts of
male Indians and Indonesians
were sewn his way. The modes
of wearing loose dresses were,
however, different: while Is-
lamic tradition chose to hide
the body, an obi girdle tied
elaborately over the kimono of
a Japanese woman gave an im-
pression of slenderness and el-
egancy regardless of the con-
cealment of the contours of the
body. Male attire in Arabic
countries also included baggy
trousers, belts, head-kerchiefs
entwined with braids, and
caps. In Central Asia, China,
Korea, and Vietnam men and
women alike wore frousers.
Jackets and gowns with bui-
tons down the front dominate
the upper garments everywhere.
In China after the Manchu con-
quest of the mid-17th century
tight robes came into vogue,
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el Asuu, Kumae, Kopee, Boemn-
HAME WIMAHbl HOCAM HE MOABKO
MyNCHUHD, HO U Heenufunn. Cpe-
du sepxned Hanaeunod odemdo
noacesmecmno  npeobaradawom
Kypmeu w Kopmet ¢ npamol sac-
mexckol cnepedu. B Kumae noc-
A€ MAHBYMYPCKO20 3AB0BAHUA 8
cepedune 17 8. sowau 8 mody
xaiamsl npumaienHo2o acomna,
noaepx Komopex Hadesaaucw
Kogmue u Geapykasku, coxpa-
HUBUILE MPACUYUOHHBIL KOCMO-
Ao2udeckuld dexop.

K ceofiodnomy muny odemcdn
OMHOCUMEA Capu — Mpex-nami-
MEMpoBoe NOAOMHULE MKAHU,
Komopoe xsenujuna Hudocmana
ofepmuigaem egokpye meara u
npuxpwsaem eoaosy. B O0eo-Bo-
cmounol Aauu erasencmayiouerl
cmanosumca noackas odexwda
U3 Hecuumoeo Kycka Mmeauu.
llo6usaswuil 8 1296—1297 22, 8
KamBodace kumadckud nocaan-
nuk Ywoy Hdaeyano omumewan,
HIMO MecmHuie MEKH{!JHH (J"purm—
pytom Gedpa yBemHbMIL MKAHA-

My, a epyds ocmasaAtiom o0Ha-
HeHHold. Eeo nopasuio, 4mo
dame MeHuo KOPOAR KXMEPOS
caredyiom amonmy obmuaio. [lo-
aduee & Kambodace, Tauaande u
JAaoce cmaao mpaduyued dpanu-
posamb  wapfosn  BepIHIOD
yacme meaa. B Huoduu u Hrdo-
Kumae H(Jﬂy;‘iﬂpﬂbl MAKNEe Wiu-
pokue cuumsie woKu, Komopsie
OHeHb YOoOHb 8 MaAPKY no2o-
dy. [pyeoi sapuawm nofacHou
odexcdu obpazyem wewmo spode
00KU-WMAaKos, KOMOPYHO HOCU-
AU U MYNCHURDL, U HCEHUUHDL.

B kocmiome napodos Kaskasa
OMpa3uAlch KaK dpeanue mecn-
Hole mpaduyuu, maxk u BAUAHUE
kyavmypot Hpana, Tak, 8 10mHbx
u 3anadueix ofacmax Asepbai-
dmana pacnpocmpaxerst Koporm-
Kue xagpmann, nodoGune nep-
cudckunm. lupokue waposapsi u
JGﬁKﬂ 8 Kocmoume 3{1}{{18!(&3&5{
Oblal BOCAPUHAMB U3 odeucdn
miopKekux naiemen. B eopHbix
pailioHax HOCUAU CAOMHbBIE 20-
A0BHbe YOOpu, a npocmod no-
Kpoti odexwdsl coomaemcemaoaan
APXautHoMYy 0exopy GuluiuERU.

Tpaduyuonnocmoio omauya-
HOmee maxkxe .MGmE’PNH;’!H‘ u
MexHuKa Npou3sodcmsa mea-
Hed, U3 KOMOopsix WbioMmea Ha-
HUOHAABHBIE KOCMKOMbL, ﬂt} Ha-
waara 20 8. mKaHi U32OMOBAA~-
AUCH B8 OCHOBHOM HA PYYHBIX
MEAYKUX CMAaHKax. Ha xaonka u
wepcmu WUAUch nogcedHeanble
KOCMIOMbl, U3 WeAKd, napiu,
fapxama — npazduuunoe. Cpe-
du  Hauboaee OpUSUHAABHBLY
MeXHUYEeCKUx npueMos caedyem
ynoMmanyme uxam (Maianck.
“obeaska” ), camo Hazsanue Ko-
mopoeo yKkaiseaen Ha cnocot
dekopuposku mKaHel nymem pe-
sepaayuu u OKpacku Humei do
npoyecca mEavecmad. M’i{)pb{
ukamos obradawom xapakmep-
HoU “paszmuimocmbio”, 3nOKoC-
Moo KOHMYPOS, NOAYYAIOWUXCA
8 peayismame 3ameKos Kpacku
nod Humu ofeasku. Takue mra-
Hu npousgodam a Cpedued Aauu,
ede ux Haswearwm abpossimu
(om nepc. afp — “ofaako”),
UCNOAL3YA 2AABHEIM 00Opasom
weak. Camuemu dopocusu Oviau
uKamm w3 ysoproeo Gapxama,
nodofineie MOMY, U3 KOMOPO2O
Cuium meHckuu Gyxapckud xa-

with gowns and sleeveless
jackels retaining traditional
cosmological decor put over
them.

The Sari, a piece of cloth,
three to five meters in size,
which a woman from Hin-
dustan wounds around her
body and uses to cover her
head, is also a dress of loose
type. In Southeast Asia an un-
sewn strip of cloth tucked
around the waist dominates.
The Chinese envoy Chou Ta-
kuan, who visited Cambodia in
1296— 1297, noted that local
women draped their thighs
with coloured strips of cloth,
leaving the upper body bare. He
was shocked that even Khmer
queens followed this custom,
Later it became a custom in
Cambodia, Thailand and Laos
to add a scarf, generally
draped over the breasts with
the end slung over the left

shoulder. Loose sewn skirls,
which are so comfortable to
wear in hot weather, are also
popular in India and Indo-Chi-
na. Another modification of
wraparound cloth was to bring
its end between the legs and
fuck it in at the waist, which
was done by men and women
alike.

The dress of Caucasian peo-
ples reflected both ancient local
traditions and [ranian influ-
ence. Thus, short kaftans simi-
lar to Persian ones are common
in Southern and Western re-
gions of Azerbaijan. Baggy
trousers and skirt in the dress
of Transcaucasia were adopted
from the clothing of Turkic
tribes. Complex headgear was
worn in mountainous regions,
and the simple style of clothing
was matched by an archaic de-
cor of embroidery.

The raw materials and tech-
niques of textile production are
also characterized by their in-
variability. Before the early
20th century textiles were made

mostly employing the hand-
loom. Cotton and wool were
used for casual wear, while
festive attires were made of
silk, brocade and velvet.
Among the unique techniques
of textile manufacture the ikat
method (meaning “bound” in
Malay) is important. In pro-
duction of such textiles the
thread is dyed selectively before
weaving by binding fibres
around groups of threads so
that they will not take up dye.
The ikat designs are character-
ized by typical “blurring”, a
vacillation of contours resulting
from streaks of dye beneath the
binding fibre. Such textiles are
also produced in Central Asia,
where they are known as abr
(from Persian abr, or “a
cloud” ). Most commonly silk is
employed to that end. The most
costly were ikat textiles of or-
namental velvet, similar to that
employed to sew munisak, a
female Bukharian robe from the
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o MYESCAK U3 COOpaHul My-
g Jergwom uxamb mMaxKxe 8
fossas. Hudoxumae. Ho oco-
gssSmcE UX Npou3sod-
cmpoega Maaralckozo
Ocnosnoll mek-
mussssmd Mamepuaa 30ect —
vox. [lllesxkoane dsoidnuie

¥ KOmMOopux peepeupy-
GenCS £OK HUMU OCHO8H, MAK U
gm moibKo 8 edum-
i depeste na o, baau.
< co300HUR OKPYNEH
mosecmaessuM CBIUjeHNHOOel -
msmen (CAUMARNOCH, K npuMepy,
wme & cpacssid Kpacumeas do-
- o8eMecKai Kpoas),

Zms WmEgHU MAOEAROMCER Ma-
ceodcmeaamu. YHu-
AEHUEM 8 MUPOBOM
eREOM  mMeKcmuae
edosamenu HA3IbIAA-
u Hudoneauu. H xoma
Ccx0800 pesepeayuu
uzobipemenuem uM-

o 8 ISSTCN

e smmcxux Macmepuy (ee 3na-
s eme = Jpesnem Ezunme, Hu-
gx Namae), umenno onu doc-

mu2al 8 3MOM UCKYCCMBE BbicO-
yaduweln cmenenl MexHuieckoeo
coaepwencmea. Hudua caasu-
Aac MoxuatiuusMy XAoniamoty-
smamHomu mycaunanu, Hpan —
dpacoyentomu  Gapxamamu u
MKAHAMU € Y30pamu u3 3040m-
Hoix Humed, a Kumad uadpesae
nocmagAfi 8ceMy Mupy pasHo-
obpaikbie WeAKosse MKAHU, 8
MOM HUCAe U YKPALLEHHE CAON -
HbiMu  souunekamu.  Snouckue
smacmepa u3obpeiu opueuHaibL-
HYW MeXHUKY, NO3E0AROWYIO
coadagams caobodnbie pocnucu
HA KUMOHO.

Ceoeolpasue W HENOBMOPU-
MOCIb HAYUOHAABHOMY KOCITIIOMY
npudam makme ykpauenus u
axceccyapul. Puanepannoie ¢ Hu-
piogoll eeauproie udeius npe-
KPAcHo CcOY4emalomcs ¢ ApKuMu
KPacho-0paHMes M Xalamamu
yabexckux Henwun, “3genauee”
cepeGpo NPa3dHuMKO Cusem Ha
mMeMHOM 00eSHUU ABAPCKOL He-
Gecmul, YKPAWEHHBIL HepHbIO
KUKNCAA 6 CMpoeosM KOCmiome
dacecmaMya — MaKou xe He3a-
MeHuMbE ampubym, Kak Kpuc y
myxcuun Maaaiickoeo apxuneaa-
za. Odemdy napodoa Hudoku-

c o &1 W m-'e

mas  op2aHudHo  JONoAHAIOM
amyaremst 8 sude gueypox Oydd u
Kopofouku 0 JcesameivHol
crecu Gemean. B Kopee menckoe
YKpawenue Hopues Hepedro ume-
A0 NOAUGYHKYUOHAAbHKE XAPAK -
mep, 8KAIONAA 8 Kawecmae nod-
gecok hymasapu 08 uen, apoma-
MUYECKUX Beuecms, KUHMaib-
duK, uMoeda ucnoavdyemul 0ad
camootoponsl. He unewowee Kap-
MAKOB AMNOHCKOE MYMCKOE KUMO-
HO 8 no3dHee cpedHeseKosbe He-
Mbicaumo Hes noacHo2o rabopa
CazaMOHO LAl KOPOOGOUKL UHPO
¢ 6peroKoM HIYKI 8 GUde MUHUL-
amwoprotl cKyabnmypeL.

Hecmompsa Ha mo wmo espo-
nedckan, ual UHMepHayuoRalL-
Hag, moda 80 8MOpoll NOAOBUHE
20-e0 cmoaemus pacnpocmpa-
HUAGCH MO BCeMy Mupy, mpaou-
quOHHBIL KocmioMm Yy Hapodos
BocmoKka coxpanaemca 80 MHO-
eux npasdnuyHex obpadax, a 8
HEKOMOPHX Pecuorax — u 8 no-
acedreaHom Onimy, no-npeicHe-
MY OCMABAACH CYUECMBeHHbiM
ANEMEHMOM HAYUOHAALHO2O Ca-
MOCOIHARUA.

collection. lkat is
1t in Japan and Indo-
= ! the most famous
f such textiles is the is-
Malay Archipelago.
is used mainly on
ik is employed to
ble ikat, where both
and the weft are
s complex process is
on in a single vil-
The process is ac-
with mysterious
it was thought, for in-
that human blood was
séded to red pigment), and
wck clothes are considered to
sassess magic properties. Many
wsearchers mention the batik
amigue of Indonesia as a
swigue phenomenon in artistic
tiles. Though the method of

g a design onto the cloth
*s maxing the remainder was
sof an invention of Indonesian
rafismen (it was already
=n in Ancient Egypl, India,
hina), it was there that
ss kighest degree of arlistic
ce in this type of folk

",

art was reached. India was fa-
mous for the thinnest cotton
muslins, the renown of lran
laid in precious velvels and
gold-embroidered textiles,
while China from the earliest
times was the world’s supplier
of various silk fabrics, includ-
ing those decorated with elab-
orate embroidery. Finally, Jap-
anese masters invented an
original technique of free-hand
painting on kRimono.
Ornaments and accessories
also impart national dress with
its identity and singularity.
Jewellery of filigree with tur-
quoise suit the bright red-or-
ange gowns of Uzbek women
perfectly; “jingling” silver
shines solemnly on a dark at-
fire of an Avar bride. The niel-
loed dagger is similarly indis-
pensable in the austere dress of
a Dagestanian as was the kris
for men of the Malay Archipela-

go. Amulets in the shape of
Buddha's statues and betel
boxes blend in the dress of the
peoples of Indo-China. As often
as not the norigae ornament of
Korean women had a multi-
functional purpose, carrying as
pendants the cases for needles
and aromatic substances, as
well as a small dagger some-
times used in self-defence. One
cannot imagine a male Japa-
nese kimono of the late medi-
aeval times without a girdle
sel (sagemono) or inro box se-
cured by a netsuke toggle in the
shape of miniature sculpture, for
kimono has no pockels.
Despite the expansion of
Western fashion all over the
world in the second half of the
20th century, the people of the
Orient retain their traditional
dress at numerous festive rites,
and in some regions it is still
employed as casual wear, re-
maining an important element
of national identity as before.
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HOXA

BEPXHAA MYHCKAA OJLeAILA.

Ipyaus, Xencypetus.
Kownen XIX — navano XX s.

lllepems moau, x/6 mrars,
2ILAYHHAA MECLMA, WEAKOSHE HILML,
PYHHOE MKANECIB0, NAemenue,
GHULERA, ANRAUKAYUA.

Ja. 104 e,

Hua. N2 TETE NI

K O ¢ m w0 M

Yoxa Gbiia 0CHOBHLIM 3J1€-
MEHTOM FPY3HHCKOTO KOCTIO-
ma. B kamaom paiione Ipy-
3HM, HACENEeHHOM Onpeje-
JIEHHOW 3THUUYECKOil rpyrm-
MOH, NPHHAT CBOH BAPHAHT
3TOH OleXKIAbl, pasiH4aB-
WIHHCA THOOM HCHOJBL30BAH-
HOH TKaHH, ee UBETOM, a
Takxe 0coOEHHOCTSAMH Kpod
H YKpalleHHsa, XeBCyphl, Ki-
BYllIHE B ropax ceBepo-BoOC-
TOuHOH uacTu [py3un (xesn-
Cyp B nepepoje “KHTENb
yuleass”), HOCHJIH YOXY,
CHIHTYIO H3 TAMKEJO0N J0MO-
TKAHOH LWepCTH moau
cuHero usera. lnuua ee
MOX0/IMNA 10 CepelHHbI
HKpel. Bee wewl U kpas 06-
IHBasnch Techmoil. Crepe-
JH HA TPYAH NPHUIHBAJIHCE

riesfa Ans rasplpei, Ha Ko-
Topbie 00LIYHO LIa TrajJyH-
nas Tecbma. Cnuny ykpatua-
Jla BBIUIMBKA B BHJE Kpec-
TOB, TPAAHLUHOHHO BBINOJ -
HABWHX QyHKIHIO 0Gepera.
[Tonayany KkpecTsl pacnoJia-
rajiHch B Tex MecTax, rie
BOMH-XeBCYp (a XeBcyp Bee-
rja BouH) 6uipan paned. Co
BPEMEHEM HX CTaJJH pasMme-
IAaTh Mo onpejaeneHHol yc-
TOsIBILEHCA cxeme. Yakue y
3ansiCTbsl PyKaBa 4OXH, Kak
3TO BHJHO Ha My3eiliHOM 06-
pasue, OT NOAMBIIIKH 10
JIOKTA He CIUHBaJHChL, DoKa
y NojfoJia HMeJH paspessl, a
CMHHKA BCEra 3aBbllleHa.
CrneunanncTsl noJaraior, 4yto
o/lerKlla XeBCYyp MpencTaBis-
et obpasel, Haubonee paH-
HETO KOCTIOMHOTO KOMILIEK-
ca, BCTpeuaBlIerocs Bo

BpPEMEHA CpeHEBEKOBbH H Y
JAPYTHX 3THHYECKHX FpyIn
rpysu. IMoausit kKomnaeke
KOCTIOMA maaagapu, Kpome
pacnaiHoi Yoxu, Gbl1 npea-
crasaeHn pybaxoil nepaneu,
HajeBaBlielics Ha rojoe Te-
JI0, H KOPOTKHMH 1ITaHAMH
nuyxasu. Kak nucan B ce-
peanHe 19 B. H3BeCTHBIH HC-
caepoparean ILH. Pane,
“CcBo10 NoTpeGHOCTL B 0jleMILe
XEBCYD YIOBJETBOPAET MOYTH
HCKJIIOYHTENbHO COOCTBEH-
HBIMH cpefcTBamH. Matepu-
amn, ero oKpacka, Kpoiika,
IWIHTLE W yKpalleHHe — Bce
JleJ1ajloch UM 10 CTAPHHHKIM
obpasuam”,

Pl 24

MAN'S UPPER
GARMENT CHOKHA

Georgia, Khevsuretia.
Late 19th — early 20th centuries.

Toli wool, cotton cloth, galloon,
silk thread, hand weaving,
braiding, embroidery, applique.
L.104 em.

Inv. no. 7876 I

Chokha was the main ele-
ment of Georgian dress.
Each region, inhabited by a
certain ethnic group, has its
own variant of this dress, dif-
fering in fabric, its colour,
and also characteristics of
style and ornament. The
Khevsurs, who lived in the
mountains of the northeast-
ern part of Georgia (Khevsur
means “a ravine dweller™),
wore chokhas sewn from
blue homespun foli wool.
The length of a garment
came down to mid-calf. All
seams and hemlines were
braided. Bullet sockets, usu-
ally galloon made, were sewn
to the chest. The behind was
embroidered with crosses,
which were a kind of cus-

tomary protection. Originally
the crosses were arranged at
the places, where a Khev-
surian warrior (each Khevsur
being a warrior) was wound-
ed. In course of time it was
changed to the arrangement
according to a cerfain fixed
design. The sleeves of
chokha, tight near the wrist,
as evidenced by the exhibit
from the Museum’s collec-
tion, were not sewn together
from armpit to elbow, sides
near the lap were cut, and
behind was always raised.
Researchers consider the
Khevsurian dress to be the
earliest costume complex,

also current among other
Georgian ethnic groups in
the middle ages. Besides
loose chokha, the full com-
plex of talavari dress con-
sisted of peranghi shirt and
short trousers, called
nitskhavi. In the mid- 19th
century famous researcher
G.1. Rade wrote that “a
Khevsur supplies his need in
clothings almost entirely by
his own means. The cloth,
its colouring, cutting, sew-
ing, and decoration, all these
was done by him according
to old-established designs”.
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KAHALIM TAPA3

APMAHCKHI AKEHCKHIT KOCTIOM.,

Ipyaun, Axanmxe, Koweu XIX 8.

Bapxam, sotomnnd wnypox,
HELMBE BRPUKPEN.

Ja. naames 142 cu,

da. nepednuka 104 cn.

Hua. Mo 3844 [ll, 3843 11

K 0 ¢ m o0 M

¢c e st ume

JKeHekuii KocTioM axaJiuuxe-
KHX apMAH Kanauyu mapas
npeacTaBifaer o/iuH U3 06-
Pa3UOB rOPOACKOTO KOCTIOMA.
Tpamuunonno B Hero gxoan-
JIM: BHILIMTOE GapxaTHoe nJa-
The dHmapu GOpROBOro LBe-
T4, CHHEro LBeTa KypTouka
Oaukon W GOPLOBEI, H3 TOrO
e marepuana (HHOraa cy-
KOHHDBIH ), NepeiHHK eocHOy.
Ha nnatbe nepeannk Kpe-
MUJICSH Y3KHUM, MJIeTeHBIM H3
IWEJNKOBBIX HHTEH MosCKOM
wadmad. Tlpumeuarensho,
4TO Ha HeM, Kpome OGaarono-
MeJJNATeJNBHLIX HaANnHuCeH,
H300paxanuch U BCAYECKHe
JKEHCKHE pPyKoje/bHbIe NpH-
HATEXKHOCTH — HOMKHULLBL,
HanepeToK, MOTKH HHTOK H
1.1 JIo6 3akpwiBan 060z
8apd, HECTKYID OCHOBY KOTO-
poro oGwuBasn GapxatoM H
YKpallain BA3AHLIMH HALIKB-

KaMH B BHJe LIBETOB H [J10-
nos. Ilon Bapn kpenuaach
MoJ0CKa H3 30/10TbIX MOHET.
OT BHCKOB LK MEMUYKHBIE
NOJBECKH, HA YPOBHE Tijiey
3aKaHYHBABILHECS 30JI0TBIMH
Oaamkamu. B npasaununpie
AHH noBepx Beero ybopa Ha-
GpacbiBagoch Gejoe Kpyes-
HO€ MOKpbIBaJI0. JTOT BapH-
aHT KOCTIOMAa CUHTAJCH ca-
MBIM M3BICKAHHLIM W JLOPOTHM
Ha hoHe BCeX OCTa/bHLIX Ba-
PHAHTOB, H3BECTHHIX KaK B
sanannoit (Typeukoit), Tak u
soctounoi (Ilepeunckoit) Ap-
mennu. [losisuaca on nocra-
TOYHO MO3/HO, MOCJE TOro
kak B 1830-e rr. Goabuias
4acTh apMsiH BbIHYXKIeHa
Oblna nepecenntbes U3 Ty-

peukoit Apmennn (paiiona
Kapuna, nnaie Dpaepyma) B
pacnoyoKeHHblil B 10ro-3a-
naaxoit yactu [pysun ropos
Axanuuxe. 3aech KocTioM
cTaJjl npeteprneBaTh HEKOTO-
pble H3MEHEeHHS, BLIPa3HE-
HECH B OCHOBHOM B €BpO-
MeH3aIHH KPOS H B PHOJIN-
HMEHHH €r0 K IPY3HHCKHM
(Tndancckum) obpasuam.
[Thatee u3 KoJIEKLHH My3es
NpeAcTaBAseT TPAaAHIIHOHHbIf
BapHaHT. [lpuranennoe, ¢
riy6OKHM BHIPE3OM Ha TPy,
JUIHHOH 10 MoJa, 0HO BILOJb
UWBOB OTAEJAHO 30JI0THIM CY-
TAMKOM M ILHTHEM 30/0THBEIMH
HHTAMH. B HHMKHHX yraax
JJIHHHOTO [ePefHHKA BEIIIHT
o0fi3aTedbHbI MOTHB — “Ty-
peukui orypen”.

Pl. 25

KANATSI TARAZ

the apparel of Armenian woman.

Georgia, Akhaltsikhe,
Late 19th century,

Velvet, guilt braid, couching.
L. of gown 142 cm,

L. of apron 104 cm.,

Inv. nos. 3844 1If, 3843 11

The apparel of Armenian
women from Akhaltsikhe,
called kanatsi taraz, exem-
plifies urban costume. Tradi-
tionally it consisted of em-
broidered velvet gown of vi-
nous color, or entari, blue
jacket bachkon, and vinous
apron gognots, made of the
same fabric (sometimes the
cloth was used). An apron
was fixed to a gown with a
thin chaytan girdle braided
from silk thread. Noteworthy,
it was covered with images of
various needlework accesso-
ries, such as scissors, thim-
ble, sleaves of thread, etc.,
alongside with auspicious in-
scriptions. The forehead was
covered with vard band,

rough warp of which was
sewn around with velvet and
adorned with knitted galloon
in the shape of flowers and
fruits. A fillet of golden coins
was worn under the vard.
Pearl pendants hanged down
the temples, ending with
golden plaques abreast the
shoulders. A white laced ker-
chief was shuffled on over
the attire on holidays. This
type of dress was considered
the most exquisite and ex-
pensive as compared with the
others, known both in West-
ern (Turkish) and Eastern
(Persian) Armenia. It devel-
oped rather late, when in the
1830s the majority of the Ar-
menians were forced to move
from Turkish Armenia (Kari-
na region, otherwise known
as Erserum) to the town of

Akhaltsikhe, situated in the
southwestern part of Geor-
gia. Here the dress under-
went certain changes signi-
fied mainly by westernisation
of style and imitation of
Georgian (Tiflissian) models.
The dress from the Muse-
um’s collection represents
traditional variant. It was fit-
ted, floor-length, with deep
neckline, and inwrought with
golden braid and guilt-thread
embroidery along the seams.
An essential motif of “Turk-
ish cucumber” was embroi-
dered on the lower corners of
long apron.
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[1JIATBE
['OPIE XHSIBA

Harecran. Havano XX g,

lleak, pyunoe mravecmao,
MOHemu, cepefpinne AguKu,
2PABUPORKT, YepHb,

I, 102 cn.

Hus, N 6251 1

K @ ¢ m © M

c 0 st ume

Y Takux Hapoaos ropHoro
Harectana, kak asapusi, nap-
FHHUbI W JaKibl, 60raTo yK-
palleHHoe JJHHHOE NJaThe-
pybaxa eopde xusga wrpano
POJib NPA3IHHIHOTO MKEHCKO-
ro ogeanns. Takne pyGaxu
LKW H3 KPACHOTO LIeJKa H
HOCHJIH CO LUTAHAMMH, PACLLH-
TBIMH 30J10TOM, Kpas KOTo-
PBIX GLIIH BHAHBI MPH XOMIb-
Ge. PyGaxu ykpawanuch
MHOFOYHCJEHHBIMH cepeGps-
HBIMH HALIHBKAMH, MOYTH
MOJHOCTBIO 3aKPbiBABLIHMH
TKaHb. DTH 3JEMEHTHI, TOMH-
MO JIEKOPaTHBHOH, BbINOJIHA-
JH H OXpaAHUTENLHYI0 yHK-
uuio. Tak, yacto Berpeyalo-

uumMest obeperom Gwiia
OGaswKka B hopme xeHcKodl
JIAI0HK, TaK Ha3biBaeMmas
“pyka ®atumu” (nouepn
npopoka Myxammena). Ito
nzoBpaskeHHe YpeaBbiyaing
MOMYJSAPHO HA BCEM MCJaMc-
KoM Bocroke u wnpoko we-
noabdyercsi 8 oopmaerun
CaMBIX PA3HBIX H3LEJNHIH — OT
JoMaluHer yTeapu 10 ykpa-
wetnii. B ohopmaennn pyéa-
XH HALIH OTpa)KeHHe Takke
H Clle/lbl IOHC/IAMCKHX Bepo-
BaHui Haponos [larectana, o
YeM CBHAETEJNLCTBYIOT JIHThIE
HAUIHBKH ¢ H300pameHHaAMH
HHBOTHBIX M nTHL, Cylue-
CTBOBaJIA ONpefenennas Tpa-
AMUHOHHAR CXeMa HX pacno-
AoxkeHHus. Onn GblIH napHbl-
MH H CHMMETPHYHO KpPerH-
JIUCH HA NpaBoit W JeBoi
CTOPOHE NAAaThsl, CryCKasach
pAlaMH 10 Kpasi nojoJa.
Ceoero posa o6eperamu cuu-

TAJHCh W JIACTOBHILBL, OGBIMHO
wenroro usera. K num npu-
IIHBAIH MaJleHbKHe, C 1M0J1-
BECKAMH H3 MOHET, QyTasphi
B (hopme TpeyroikbHHKa, B
KOTOphIe BKJaibiBann Gy-
MAXKKY ¢ MOJIHTBON “oT craa-
3a”. OGepern ykpamaior
STOT THI NJIaThsl, NPEACTAB-
JEHHLIH B My3efiHOH KoJJeK-
unn. B kavectse cpane6bix
nogoGusie pyGaxu B ofHHX
paiionax Jlarectana Hocuan
N0 Tpex Anei, a B Apyrux —
H 10 POKIEHHS MEPBOTO pe-
6enka. [lo snevataennio og-
HOrO W3 MyTeIeCTBeHHHKOB
19 B., aBapckan nesecta
npejacrasaana coboil “or Te-
MEHH /10 nojosa pyGaxu
CIIOLIHOE 3BeHsILLEE, [T0KA-
YHBAIOLLEECH OT JABMMKEHHI
npHYyAIHBOE cepeGpo”.

Pl. 26

GORDE
KHIYAVA TUNIC

Dagestan. Early 20th century.

Silk, hand weaving, coins,
silver plagues, engraving, niello.
L102 em.

Inv. no. 6251 Il

Gorde khiyava, a long or-
nate tunie, served as festive
attire to women of highland
Dagestan, such as the Avars,
the Dargins, the Laks. These
tunics were sewn from red
silk and worn together with
trousers, embroidered in
gold, their flaps discernable
when in motion. The tunics
were adorned with multiple
silver galloons, which hid the
fabric almost entirely. These
elements were not mere dec-
orations, but performed a
protective function. Thus, a
common amulet was a
plague in the shape of female
palm, so called “Fatima’s
hand™ (Fatima was the
daughter of prophet Muham-
mad). This symbol is very

popular all over the Islamic
East and is employed exten-
sively in design of miscella-
neous goods, ranging from
household utensils to orna-
ments. Pre-Islamic beliefs of
Dagestan peoples can he
traced also in the decoration
of gorde khiyava, which is
evidenced by cast galloons
depicting animals and birds.
These were arranged accord-
ing to a certain traditional
pattern. Galloons were fixed
regularly to the right and left
sides of the dress, thus form-
ing the pairs and descending
in rows down to the hemline.
Gussets, usually of yellow

colour, were also considered
a sort of protection. Small
triangular cases with pen-
dants, made of coins, were
sewn {o these gussets. Their
purpose was to hold the pa-
per, on which a protective
prayer against evil eye was
inscribed. The dress from the
Museum’s collection is also
adorned with amulets. Gorde
khiyava tunics were also
used as a wedding gown. As
such, they were worn for
three days in certain regions
of Dagestan, while in the
others they were employed
until the first child was
born. One of the travellers
in the 19th century even re-
marked, that Avarian bride
“from her crown down to the
hemline was a mere fancy
silver, ringing and waggling
in motion”,
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KWHKAJT M CABJIS

Narectan, KyGaun.
Konen XIX 8. Havano XX b,

Cmaas, cepefipo, depesn, Koxa,
KOBKG, HACEYKA, 2PasuposKa,
HEPHERLLE.

Ha. 57; 75 ca.

Hua. Ne 14577 M1, 13469 1l

K 0O ¢t m ©0 M

c o st ume

Harecran, nau “CrtpaHa
rop”, claBWICH LIEHTPaMH,
e CO3/1aBAJIHCh HENOBTOPH-
MBbIE TIPOH3BEICHHS JleKopa-
THBHO-TIPHKAAIHOTO HCKYCCT-
Ba. Tak, aya KyGa4u co Bpe-
MEH paHHero CpeaHeBeKOBbA
u3BecTeH 3a npetenamu Kas-
Ka3a IMHACTHSIMH HCKyCHeli-
UIHX IOBEJHPOB H 3/1aTOKY3-
neuos. Pacnojoxennoe ne-
JlaIeKO OT HEro cejeHHe
Amyzu nocragasio KybaunH-
LAM TOTOBLIE KJIMHKH JIA Xy-
nokecTBeHHoH otaeaku. C
cepeantbl 19 B. KyGauHHLbI
cHabKauH napaiHbiM OpyKH-
€M IBap/eiiCKHe YacTH pyc-
CKOH apMHH, a HMIepaTop
Anexcanap Il naxe 3akasan
HM Hatop XOJOAHOTO OPYHKHS
B Jlap aHIVIHACKON KopoJieBe
Bukropuu. Ins ropues, no-
CTOSIHHO YHAaCTBYIOUIMX B
MEeK10yCOOHBIX BOHHAX, KHH-

Maabl H cabin 3HAYHIH MHO-
ro, CONpoBOMKIAAN HX C MJa-
neHyecTBa a0 cMepTH. OHH
OBIIH HeMpeMeHHOH npHHAaL-
JIEXKHOCTBIO MYMCKOro HALM-
OHAJNLHOTO KOCTIOMA, W Jame
WEeHUIMHBI MOYTH BCErja Ho-
CHJH HeGoJbIIHe KHHMKAbL,
Hocturime cosepiiextone-
THSA IOHOLIH HMEJH MOJHBIH
KOMIIEKT GOeBOT0 OpYyrKHA.
Bo Bpem#a npasaHHKOB M MH-
POB OHO BHCEJIO HA MOYETHOM
MecTe Ha CTeHe, yKpaulas
HHTEPLED W FOBOPS TAKMKE O
JLOCTATKE W CTATYCE ero BJja-
neabua. Kybaunnus ykpawa-
JIM HOMKHBI H PYKOATH OPYHKHS
HAJIMHCAMH M OpHAMEHTaMH H
JleNadu 370 ¢ riayOoKHM YyB-

ctBoM mepbl. Mactepa Baa-
IenH MHOTHMH npHeMaMu 00-
paGoTKH MeTa/a, CpelH Ko-
TOpEIX 0coGEeHHO XapakTep-
HbIM GBI YepHenne. Kax
NpaBuJio, AeKOPHPOBAIH PY-
KOSITb H HOMXHBI, HIPas HA
KOHTpacTe Mpoctoii 4epHoH
KOXH M M3LICKAHHBIX HaKJa-
JIOK H3 JParoleHHbIX MeTas-
gos. Ha pyGeme 19—20 s.
CTAJH BCTPEUATHLCS HOXHBI,
NOJHOCTRIO MOKPHITHIE OPHA-
MEHTOM. Y30psl GBIIH pacTH-
TeqbHbIe, TPALHLHOHHO KyOa-
YHHCKHE: Mapxapai — “3a-
pocaw”, myma — “BeTBb".
OTH MOTHBBI MOKHO BHAETH B
OT/IeJKe KHHXKana u cabiu u3
KOJIJIEKLIHH My3esi, KOTopble
BBLIMOJHEHbl B JIYYLIHX TPaju-
LMSIX 1arecTaHCKHX MACTepoB,

Pl. 27

DAGGER AND SABRE

Dagestan, Kubachi.
Late 19th century.
Early 20th century.

Steel, silver, wood, leather,
Jorging, hatching, chase, nieflo.
L.57; 75¢cm.

Inv. nos. 14577 11, 13469 I

Dagestan, or “the Mountain
country”, is renowned with
craft centres, which produced
unique masterpieces of arts
and crafts. Kubachi village,
for instance, had a name for
its dynasties of skilled jewel-
lers and goldsmiths well be-
yond Caucasus since early
mediaeval times. Nearby vil-
lage of Amuzi supplied the
Kubachians with ready-made
blades for artistic refinement.
Since mid-19th century, the
Kubachians munitioned the
household troops of Russian
army with state armaments,
while emperor Alexander III
even ordered a set of cold
steel arms to be made as a
gift to the British Queen
Victoria. For hillfolk, engaged
in incessant strives, daggers
and sabres were an impor-
tant matter, a companion

irom the cradle to the grave.
They were indispensable
components of national
men's dress, and even wom-
en carried small daggers
more often than not. Upon
attainment of majority, the
youths came into possession
of a full set of combat arms.
At feasts and holidays it
would hang on an honoured
place on a wall, decorating
the interior and also signify-
ing the fortune and status of
its owner. The Kubachinas
adorned the scabbards and
hilts with inseriptions and
designs, displaying a great
sense of proportion. The
craftsmen mastered numer-
ous metal working tech-
niques, among which niello

was most distinguished. As a
rule, the hilt and scabbard
were decorated employing a
contrast between ordinary
black leather and elegant on-
lays of precious metals. The
scabbards overcovered with
design first appeared at the
turn of the 19th century. The
design was floral, traditional-
ly Kubachian, featuring
markharay, or “brushing”,
and futa, or “branch”. These
motifs are also present in the
decoration of the dagger and
sabre from the Museum’s
collection, manufactured in
traditions of Dagestan craits-
men at their best.
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MY)KCKOM XAJIAT

Kasaxcran. 1870-e rr.

amua, auUUBKA WEIKOM,
wog mamoyp.

Ja. 142 cm.

Hua, Ne 3549 11

K o ¢ m i M
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[Moscemecto B Cpeanei
Azun xanat ObiJl YHHBEpCAJlb-
HBIM THIIOM MYXKCKOH Bepx-
neit ogexnl. [lpn Beeit npo-
cToTe TYHMK00GpasHoro no-
Kposl Xalata, He HMelollero
HH 33CTEXKKH, HH BOPOTHHKA,
3AXKUTOUHLIH MECTHBIH MH-
TeJlb HMEJ HeCKOJbKO Xala-
TOB pa3HbiX THIOB Ha BCe
cayuad MH3HH: JerKui xanat
aKmag, Tenbid cTeranbii
4anaM, Cnacarwuli H B
JKapy, H B XOJOJ, CYKOHHBI
HAKMaH W3 BepOMIOKbeN
wepcTH, ofaanaiouled Boao-
Henponnuaemocteio. Muoraa,
4ToObI NPOAEMOHCTPHPORATH
CBOE JIOCTOHHCTBO H Gorat-
CTBO, 3HATHBLIA Byxapell Mor
HAleTh CPa3y HECKOJbKO Xa-
natoB. Bepxuwio ogexay

Kazjloro pafiona oTaH4agn
cBOH 0CODEHHOCTH; OHH MPO-
SIBJAAJHCh HE CTOJBKO B Kpoe,
CKOJILKO B MPONOPUMHX —
JUIHHE, LWHPHHE, @ TAKKE B
matepuanax. Camoit pacnpo-
CTPAHEHHOH TKAHBLIO 1714 10~
BCEJHEBHBIX XaJaToB Obiid
xjaonuarobymaxHasa noJjoca-
Tasi TKaHb ajaya, aia Godee
HAPALHBIX XAJaTOB — MOJY-
ILIEJIKOBBIH, ¢ TEM XKe PHCYH-
KoM, Gekacab, s NpasiHHY-
HOTrO OJIeAHUA — MOJYLIENKO-
Bbi€ W LLIEJIKOBBIE TKAHH C
atposbiM pucynkom. Ilpene-
JIOM MEYTAHHH CayXHJ 30710~
TOLIBEHHBIA Xanar, KOTOPbIM
Magnopan OyxapckHid 3MHP

CBOMX NPHABOPHLIX 33 po6Jie-
cryto cayxGy. Takne Beiin
M3rOTOBJASINCE B MACTEPCKO
Apka TnpH ABOpe NpPaBHTENS
Byxapel. 3amileBble XajaaTbl,
yKpalieHibie TaMGypHOi Bbl-
ILHBKOH, CKopee BCero, Tak-
e narotosasauck B Byxape.
[Tpounble Xxanathl U WTAHB!
M3 KOMH MOJB30BAJNIHCH 0CO-
o MoNyJApPHOCTLIO HE TOJb-
KO cpej y30eKCKOH 3HaTH,
HO M y KasaxoB. B coOGpanuu
My3esl MpejicTaBJeHHbIH Xa-
2T YHCJINTCA KaK KasaxcKHi,
OJIHAKO XapaKTep BbllIHBKH H
Y30pOB B BHjlE H3BHBalOLleE-
rocs pacrutenbHoro nobera
UCAUMU ¢ KPYTABLIMH MaJlHHO-
BLIMH PO3ETKAMH HE HCKI-
yaeT W ero HyXapckoro nmpo-
uexomaenus. [NonoGHui xa-
J1aT MOKHO YBH/IETh HA M0-
notuax B. Bepeutaruna, rae
cpejHeasHaTCKHE BOHHbI
uzo6parKeHbl B XapaKTepHbIX
3aMIIEBhIX OJIEAHHIX,

Pl 28

MAN’S ROBE

Kazakstan. 1870s.

Suede, sitk embroidery, tambaur,
L. (42 cm.
Inv. no. 3549 Il

Robe, or khalat, was a com-
mon type of men’s upper
garment everywhere in Cen-
tral Asia. Despite general
humility of its tunic-like
fashion, having no clasp, nor
collar, a well-to-do local had
several robes of different kind
to wear them through the
year: light robe, or yaktak,
warm quilted chapan serving
both in cold and hot weather,
and waterproof woollen
chakman made of camel
wool. Sometimes an eminent
Bokharian could wear several
robes at a time to show his
dignity and wealth. Upper

garment from each region
had its own characteristics,
which manifested themselves
not so much in cutting, as in
proportions, that is length
and width, and also in fabric.
The most common fabric for
casual wear was striped cot-
ton cloth alacha, more ele-
gant robes demanded near-
silk with the same pattern,
called bekasab, while it took
near-silk and silk fabrics with
abr pattern to make a festive
attire. A khalat with embroi-
dery in golden thread, which
the ameer of Bokhara be-
stowed on his courtiers as a
prize for valour, was the be
all and end all. Such attires
were produced in Arc work-
shop in the court of Bokhara

ruler. Probably, suede robes
adorned with tambour em-
broidery were also produced
in Bokhara. Durable khalats
and leather trousers were
very popular not only among
Uzbek nobles, but also
among the Kazakhs. The
robe shown here is listed in
the Museum'’s collection as
Kazakh, still the pattern of
embroidery and floral design
with creeping bine islimi and
round crimson rosettes
doesn’t preclude its Bokhari-
an origin. Such robes can be
seen on the paintings by

V. Vereschagin depicting war-
riors from Central Asia in
typical suede dress.
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JKEHCKWM XAJIAT
MYHUCAK

Vabekuctan, byxapa. Kowen XIX b,

Hleakoami Gapxam,
MEXHURKA URKAM.
Ha. 122 cu.

Hua. N 791 111

K @ ¢c m m M

c o situame

Camas poporas npasiaunynas
0JI€XK/1a YACTO LIKJIACh H3
yaopHoro Gapxarta ¢ aGpoBbiM
pucynkoM. Takoil 6apxaT Bbl-
MOJHANCH B TEXHHKE HKaTa.
[Tpu 3TOM HECNONBL3OBAIKHCE
JIBE OCHOBHI: OJIHA, M3 KOTO-
poit nojyyancs WeJKOBHCTBIA
BOpC, pe3epBHpOBajlach H
OKpAllHBAlACh, 4 HHTH BTO-
poit OCHOBBI 3aKPenJIsiIn
CTPYKTYPY TKaHH. Y30pHLIN
Gapxat B 19 B. npou3ssoana-
ca B byxape. Ma Gapxara u3-
FOTOBJAJNHCh KaK MYMKCKHE,
TAK M JKEHCKHe HapsiiHbie Xa-
natel. B pucynke Hapxara Ha
JKEHCKOM XaJlaTe u3 My3seii-
HOM KOJIEKLIHH pasindaiorest
Y30Pbl B BHJIE I0BEJHPHBIX
VKpalleHuii — amyaeTHHILb
Mmymop, NOABECKH Kadwak,
a TakKe GOpPAIOPLl H po3eT-
KH, XapakTepHhle s OpHa-
MEHTa GyXapCKHX HKAaToB.

JKeHekuit xanatr myHucax
HMeeT 0coOhlil NOKPOH, OTJH-
YAOUMACA HAJHYHEM He-
GoabKux ¢6OpPOK Noj pyKa-
BAMH, CO3JIdI0LIHX BIIEYaTIE-
HHE MPHTAJEHHOTO CHJY3TA.
B 19 B. myHHcak, HIH Kaa-
mayy, MEeHUHHb HOCHJIH B
KauecTBe NpasiHHYHON 0]leXkK-
Abl. [eperifi “Bapocabiit™ xa-
JaaT feBodke jaapuiu B 12 ner
BO BpeMsi o0psala Kaimaud-
RYWOH, KOTa OTMEYAJoch ee
cosepliennosnetne. K navany
20 B. MyHucak Bbiien u3
ynorpeOJeHHs, Ho COXpaHHJI-
cA B norpedanabHoi o6psano-
Bo# npakruke. Mm nakpoiBa-
JIH TEJIO ycornien, a nocae
MOXOPOH XaJaT OTAaBaaH
MKeHIUHHe, 3aHHMaBlIencs
oGMbIBaHHEM Tesa. DTo He

OBbIJIO MMOJAPKOM, TaK Kak Bee
OJleAlbl, COMpHKacapllHecs ¢
YMEPIIHM, CYHTAJHCL “HeYH-
cthiMi”, TTo TpagHuHoHHBEIM
npejicTaBAeHHsAM, HX HeobXo-
JHMO “ClaBaTh Ha XpaHeHue”
10 Jlusi BoCKpeuieHus u3
mepTeuiX. YT06B1 BOCCTATL B
KeHCKoM 00JiHKe, Xo3siKa
AOJACHE HAHTH HMEHHO CBOH
JKEHCKHH Xaniar, a He MyMKcC-
koi. Bnpouem, oaexkna ycon-
el MOra el NnocayKHTh
JKHBBIM: CYHTAJOCH, YTO ee
MOMHO OUHCTHTH OT CKBEpPHB,
OCTABHB HOYbIO MOJL 3BE3]1-
HbIM HeGoM. B ObiTy MKeHum-
Ha HepeaKo 00X01HJach
OOLIMHBIM OJIEAHHEM MYMKCKO-
ro NoKpos, HHOrAa MpocTo
HaKH/IbIBAJa XajaT Myxa —
Belb 4TOOLI BEIATH HaA YJIHLLY,
el u Ge3 TOro NPUXOIAHI0CH
HANEBATH TMapaHuKy.

Pl. 29

WOMAN'S ROBE
MUNISAK

Uzbekistan, Bokhara.
Late 19th century.

Silk velvet, ikat technique.
L. 122¢em.
Inv. no. 791 1l

The most costly festive at-
tires were often sewn from
ornamental velvet with abr
pattern. Such velvet was tai-
lored in ikat technique. In
this regard two warps were
used: the first, which would
become a silky nap, was
bound with fibres and dyed,
while the thread of the sec-
ond warp knit the texture. In
the 19th century Bokhara
was the main producer of or-
namental velvet used to
make ornate robes for both
sexes. The robe shown here
was sewn from the velvet
with pattern featuring orna-
ments in the form of jewel-

lery, such as tumor amulets,
kadjak pendants, and also
borders and rosettes typical
for ornaments of Bokharian
ikats. Munisak robe has a
style of its own distinguished
by slight gathers under the
sleeves, giving an impression
of body conscience silhou-
ette. During the 19th century
women wore munisak, or
kaltacha, as festive attire. A
girl was presented with her
first “grown-up™ robe at the
age of 12, at the kaltacha-
pushon ceremony, which
marked her coming of age.
By early 20th century mu-
nisak fell into disuse, but
was preserved as a part of
funeral ritual. The robe was

used to cover the corpse, and
after the funeral it was given
to a woman, who washed the
body. It was not a gift, as all
garments, which contacted
the deceased, were consid-
ered impure. According to
traditional beliefs, it was
necessary “to deposit them”
until the Day of Resurrec-
tion. To be raised as a wom-
an, the owner had to find her
robe, not that of a man.
However, the dress of a de-
ceased still could serve the
living, as it was believed to
cleanse from the filth, if left
outdoors for a starlight night.
In everyday life women used
casual wear of men's style
not infrequently. Sometimes
they just shuffled on her
husband’s robe, for they still
had to put on paranja to go
outside.
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XAJIAT
JUIS1 MAJIbYUKA

YaGexkucran, Byxapa.
Cepennna XIX 8.

Moayuweakosas mxaxs adpac.
Ha. 81 ca.
Hua, M 2561 1T

K a ¢ m w0 M

c o st ume

[Mpasgaunuubiii Xanat CLUHT U3
NOJYLIENKOBOH TKaHK aapac,
BBIMOJIHEHHOH B TeXHHKE HKa-
TA — KpalleHHs ¢ NOMOLLbLIO
pe3epBalyi LEJNKOBbIX HHTEH
ocHoBbl. Bo BTOpO# noaosu-
He 19 B. agpacul ¢ aGpoBbIM
PHCYHKOM B BH/le XapakTep-
HBIX Y30POB C PacCMJbiBLIHMH-
C KOHTYPaMH NOJIY4HJIH pac-
npocTpaneHne cpead obecne-
YEHHBIX TOPOXKAH H CeJbLCKHX
MHTENEeH B KayecTBe MaTepH-
aja 1Jis napaaHblX O
[MoBceaHeBHbIE XaaaThl 1M~
JHCh H3 noJocaThix Oekaca-
6oB WK XaonyaToGymaxKHo#
anaud. Xanarsl U3 aGpoBLIX
TKaHeHl W NpocTo OTpeskl
LIEJKOB JapHIHCL BO MHOTHX
TOPKECTBEHHBIX caydasnx. Bo
BpeMs cBaAbObl HX MOJYYaIH
He TOJILKO X035leBa, HO U 1o-

ueTHble rocTd. MycyabmaHc-
KHH 00paAL oOpesanus Takke
OTMeuaJICca NpenojiHeceHHem
MaNbuUKy KOMIJIEKTA O1€MK-
Jbl, Kyla BXOIH/ HapAAHbLIH
xanatuk. O6biuHO B Gorartbix
CeMbfiX CKaninBajioCch MHOTO
LIEJKOB JUIA NapaiHbiX
OfleA1, KOTOPble XPaHHIHCh
JUISE OIaPKOB H IIHTbA TPH-
Janoro. Heyausuresnbto, 4to
Xanat Mor ObITh CLIHT CIyCTH
MHOTO JIET M0C/1e H3roTOBJe-
HUSl caMoil TKawu. Xanat ans
MaJibYMKa H3 KOJUIEKLHH MY-
3esl BLIMOJHEH H3 CTAPHHHOIO
ajpaca c xapakTepHeiM Gy-
XapPCKHM PHCYHKOM: Ha GeqoM
done pacriosioxenbl KpacHbie
FBO3JMKH, NaJbMETTHI, & TakK-
XK€ Y30phl, HanoMHHaLIHE
cBeTHIbHHKH. TiarenbHoCTh
npopaboTKH ¢oHa, HaChILIEH-
HOCTb €r0 MEeJKHMH H3fAlLHbBI-
MH JeTalsiMH CBHAETEbCTBY-

10T 0 paHHEM MPOHCXOMKIEHHH
ajpaca, KoTopblH MOKHO OT-
neeru K cepeanne 19 B, Tpa-
JIMUHOHHBLIE XaJaThl UMeJH
apXxaH4yHbli TYHHKOOOpasHbIH
NOKPOH, WHIHCE H3 NPAMbIX
V3KHX M0J0C MATePHH, B
60Ka 4acTo BCTaBJAINChH
pacIMpsOLIHeCs] KHH3Y KJH-
Hbsl, BMECTO BOPOTHHKA NpPH-
Kpenasjack niaHka, Bce
Kpasi OT/e/bIBaJIUCh MJere-
HOH HJH BBILIHTOR TeChbMOM,
HMeBLIEl 3HaueHHe Maruuec-
Koro oGepera. B neno wen
KaxK/lblil KYCOK J0POroH TKa-
HH, @ LeJbLHas nojoca, no
KOTOPOH MOMKHO CYIHThb O
KOMITO3HIIHH PHCYHKa TKaHH,
pacrnoJiarajach Ha CrHHe.

Pl. 30

BOY'S ROBE

Uzbekistan, Bokhara.
Mid- 19th century.

Adras silk-and-cotton.
L. 81 cm.
Inv. no. 2561 11

The festive robe shown here
is sewn from silk-and-cotton
fabric, called adras, made in
ikat technique, or by bind-
ing the silk thread of the
warp with fibre so that it
would not take up dye. Dur-
ing the second half of the
19th century the adrases
with abr pattern in the form
of distinctive designs with
faded outline became wide-
spread among the well-to-do
townsfolk and countrymen as
a fabric for state dress. Ev-
eryday robes were sewn from
striped bekasabs or cotton
alacha. Robes of abr textiles
and patterns of silk served
as giits on numerous solemn
occasions. At wedding they
were bestowed not only on
the hosts, but also on the
guests of honour. Islamic

rite of circumcision was also
celebrated by presenting the
boy with a set of clothes in-
cluding ornate robe. Wealthy
families usually accumulated
a large stock of silk for state
dress, which was kept for
giits and preparation of dow-
ry. No wonder, that robe
could be sewn much later,
as compared to the time
when fabric was made. Boy's
robe from the Museum’s
collection is sewn from an-
tique adras with typical
Bokharian pattern of red
carnations, palmette, and
lamp-shaped weave over the
white field. Elaborate work-

ing of the field, its repletion
with fine details evidence an
early origin of this adras,
which could be dated to the
mid-19th century. Tradition-
al robes were in archaic tu-
nic-like style, they were
sewn from straight narrow
bands. The sides were often
inlaid with widening out
gores, and placket attached
instead of collar. Every
hemline was trimmed with
braided or stitched inkle
serving as a magic protec-
tion. Each remnant of costly
fabric was utilized, while the
one-piece strip, which
showed the arrangement of
textile's pattern, was located
on the back.
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Ha. 31

XAJIAT U T105IC

Eruner. XX 8.

lllear, xaonok, meawecmao.
Ha. xaaama 154 cu,
da. noaca 193 ca.

Hune. Ne 6676 I, 6677 If

Jowenuuit 10 HaIKX JHER
THN ETUMNETCKOro HalHOHAJb-
HOTO KOCTIOMa OKOHUYATEJbLHO
cloxKuaCcH K cepeante 19 8.,
XOTS HEKOTOPLIE €ro 3JieMeH-
Thl, HATIPHMeEp MOKPOH 0OJlex-
Jibl H yKpalualouiHe ee opHa-
MeHTaJlbHbIe MOTHBEI, MOJY-
4HaH pa3BuTHe B GoJiee pau-
Hee Bpems. Erunerckue mac-
Tepa, HCNoJb3ys XJI0M0K,
LEeJKOBLIE BOJOKHA, HATY-
pafbHBIe KpacHTeH (HHAHTO,
nypnyp, KOWeHWIb W Ap.),
H3rOTABJMBAJIH TKAHH, LIHPO-
KO pacrnpocTpaHeHHble B
ObiTy. TpaaLHOHHBLIH MyMKC-
KOil KOCTIOM, KaK H Ha BCeM
Apa6ekom Bocetoke, nocta-
TOYHO TIPOCT H COCTOHMT H3
c/ieflylolHX YacTel: Xanar,
py6axa, wapoBapsl, nosc,
AnuuHbli naaw. Ceo6GoaHbie
06beMbl 01e#Ibl CKpPLIBAIOT
thopmbl Tesa, 4TO onpenesn-

eTCsl He TOJIbKO KapKHM KJIH-
MAaToM, HO H JHKTYeTcs My-
cyiabManckoil Tpaguumeii. C
Heil cBsizana Takxe W dopma
roJloBHoro yGopa, cocrosiiie-
ro U3 Wano4ku (maxkus) u
roJIOBHOrO nuatka (kygua) c
0OBHBAIILHMCS BOKPYT ILHY-
pom (yxkaae). OcHOBHBIM
3JIEMEHTOM KOCTIOMA SIBJISIET-
cA XaqaaT (eaaaabug) ¢ wn-
POKHMH PYKaBaMH H3 WIEPCTH
WIIH XJI0TIKA; ero HajesaioT
NOBePX AJIHHHON HJIH KOpOT-
KO# pyBaxH, KOTOpPYI0 HOCSIT
¢ wapopapamu. Py6axu noj-
NOSICBIBAIOT KYLIAKOM (wew).

CraneGHan olexia HMeer
cBoH ocobenHoctH. B ropon-
CKOli cpejle HAPSHBIH Bepx-
HHWil XanaT BblNOJHAETCS H3
lesiKa, Mo TpaiuliHKn o6A3a-
TeabHo roay6oro Towa. B
cBaneOHOM xanaTe W3 my3seii-

HOH KOJWIEKUMH co3jaeTcs
sdeKT nepesnBa OTTEHKOB,
YTO JOCTHTEeTCH HCKJOUH-
TEJNLHO 334 CYeT COYeTaHHS
rosry6oro M MaJHHOBOTO LiBe-
toB. CBajneGHan ojexuaa Jo-
MOJHACTCA BLILIHBKON (MK
TKAHLIM OPHAMEHTOM ) 110 BO-
pPOTY H Ha pyKaBax, KOTopoil
VAEJAETCA HCKIIYHTENbHOE
BHHMaHHE, NMOCKOJLKY OHa
HOCHT xapakrep oGepera. K
XanaTty npuaaraetcs nosc ¢
KHCTAMH H3 GoJee NJIOTHOH
TKAHW CBETJIOrO TOHA, yKpa-
IEeHHBIH reoMeTPHYECKHM H
CTH/AH30BAHHBIM PaCTHTEIb-
HBIM TKaHBIM Y30poM. Jleko-
pPaTHBHOCTb OpPHAMeHTa ompe-
JesieTes MOJHXPOMHOCTLIO H
HACLILLEHHOCTLIO KOJNOPHTA,
HIPO OTTEHKOB OJHOTO H
TOTO K€ TOHA.

Pl 31

ROBE AND GIRDLE
Egypt. 20th century.

Silk, cotton, weaving.
L. of the robe 154 cm,
L. of the girdle 193 cm.
Inv. nos. 6676 I, 6677 II

Extant modification of Egypt
national dress was finally
shaped by mid-19th century,
though some of its elements,
for example, style of clothing
and ornamental motiis
adorning it, evolved earlier.
Egypt weavers produced tex-
tiles for everyday usage em-
ploying cotton, silk fibre,
and natural dye (indigo, pur-
ple, cochineal, etc.). Tradi-
tional men’s wear, like else-
where in the Arabic East,
was quite simple and con-
sisted of a robe, shirt, trou-
sers, girdle, and long cloak.
Loose dress draped the body,
which was dictated not only
by hot climate, but also by
Islamic tradition. The latter

prescribed also the form of
headgear consisting of cap
(takiyah) and headcloth
(kufiyah), entwined with
braid (ukal). Wool or cotton
robe (gallabiya) with loose
sleeves was the main com-
ponent of dress. It was worn
over a long or short shirt
accompanied with chalvars.
Shirt was belted with a gir-
dle (shesh).

Wedding dress has unique
features. In urban environ-
ment an ornate upper robe
was made of silk, tradition-
ally of azure colour. Wedding
robe from the Museum’s
collection gives an impres-
sion of chatoyancy, which is
achieved solely by combina-
tion of azure and crimson

colours. Wedding dress is
adorned with embroidery (or
woven motif) over the neck-
band and sleeves, made with
great care, as it has protec-
tive function. The robe has a
girdle with tassels made of
closer textile of light tone,
adorned with geometric and
stylised floral woven design.
Ornamentality of design is
shaped by polychromy and
depth of coloration, as well
as the play of subtle grada-
tions of same colour.
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Ha. 32

KUHXAJT JUKAMBHS
B HO)KHAX

Tyune, 1910 1.

Cmaaw, memaaa,
('epeépnnas Haceyxa.
Ha, 32 cm,

Hua, Ne 1927 If

K o ¢c m o M

c o st um.e

Opyxue Beeria Gblio OQHOM
H3 HeNpeMeHHBIX MPHHALIEH -
HOCTEH BOCTOUMHOIO MYMKCKOTO
KocTioma. [ocambus — KuH-
XKaj, umelounii o6onooCT-
PBIil H30THYTHIN KJHHOK, Yac-
TO ¢ pebpom As yBe/aHYeHNs
KeetkoeTH, Cyuieetsyior
pasHble €ro BapHaHThi, OTJIH-
uaioleca u oopmieHnem,
H CTENEHBIO KPHBH3HBI KJIHH-
Ka — OHa MOMeT JOCTHraTh
NPaKTHYECKH JIeBsiHOCTA Tpa-
aycos. JikamGHio WHOTIA Ha-
3BIBAIOT HEMEHCKHM HOMXKOM,
OJIHAKO 3TO OPY’XKHE pacrnpoc-
TPaHEHO H B APYrHX MYCYJb-
MaHCKHX, 0cOGeHHO apa6e-
KHX, cTpaHax. ApaGbl HOCAT
TAKOH KHHXaJ Ha KHBOTE, Ha
IIMPOKOM T0SICE, HAJETOM

MOBEPX MPOCTOPHOH TpagHiLi-
OHHOW onexabl. kamOusi —
OpyMKHE JIHUHOE, 03TOMY ec-
TECTBEHHO, YTO BJAAENbILLI
XOTedH, 4YToOh oHO GbLIO
Kpacuso odopmieno, a mac-
Tepa CTPEMHJIHCH UM Yro-
auth. Haue seero aekopupo-
BAJIMCH HOXKHBI H PYKOSTB, @
KpOMe TOro, nosic, K KoTopo-
MY Kpernuiiuch HoHEI, B Tex
cayuasix, Koraa ykpawanuch
H KJAHHKH, OHHM H3 OCHOB-
HBIX MOTHBOB HX 0GQOpMJIeHHS
Obla naanuen. Menonnenue
HA/THCEH HA OPYKHH Tpaju-
LHOHHO LISl BCETO MYCYJib-
manckoro Boeroka. Oun pas-
HOOBPA3HBI 110 COEPIKAHHIO
(3T0 W yrpossl Bparam, M Bbi-
nepxkn u3 Kopana, u ctu-
XOTBOPHbIE CTPOUKH) H K
TOMY 7K€ O4€Hb JAeKOPATHBHEI.
Wnorna onn cogepxar un-
thopmalmio 0 cozgartene Wi
BJajle/iblle Belld, 0 Aate
MECTe ee H3rOTOBJIEHHSI.

KHHKan ¢ pyKOATBIO H HOXK-
HAMM, YKpalleHHBIMH H3sLIL-
HbIM LBETOUHBEIM OpPHAMEH-
TOM, c/lefiaH, KaK CBHIeTe/b-
CTBYET HalNHCh HA €ro KJHH-
ke, 8 Tyuuce, B 1328 r. xun-
#pet (1910). Opuament, Bhi-
MOJHEHHbIH, KAK H HAIMHCH,
B TeXHHKe cepeGpAHON Ha-
CEeuKH, npejicrapaseT coboi
PHTMHYHO MOBTOPAOLLHIACH
MOTHB: 3TO MHOTOJIENECTKO-
Bbii LBETOK, 00BeIeHHBIN
oBayibHOH pamkoil. Crjou-
HOJM Y30p NMOKPLIBAET HOMKHBI
H MPOJIOJIZKAETCA HAa PYKOSTH,
He OCTABJAA IYCTOTO Mpo-
CTPAHCTBA M CO3/1aBasi CTOJIb
XapaKTePHbIH JIsl MyCyJib-
MaHCKOro HekycceTBa shbext
feckonedHoro 4 Gecrpepois-
HOTO JIBHKEHHS.

Pl 32

JAMBIYA DAGGER
IN SCABBARD

Tunisia. 1910,

Steel, metal, silver hatching.
L.32¢cm.
fnv. no. 1927 11

Arms were one of the essen-
tial accessories of Oriental
man’s dress. Jambiya is a
dagger with two-edged
curved blade, most common-
ly having spine to increase
robustness. There are several
modifications, differing in
decoration and degree of
blade’s curvature, as it can
amount almost to ninety de-
grees. Jambiya is sometimes
called the Yemeni dagger, al-
though it is common to other
Islamic, especially Arabic,
countries. The Arabs carried
such daggers on the front
waist, in a sash girding loose
traditional dress. Jambiya is
a personal weapon, so it was
only natural, that the owners
wanted an elegant decoration

and the armourers sought to
please them. The scabbard
and the hilt, as well as the
girdle, from which the scab-
bard hung, were the most
richly decorated parts. As it
was usually the case with Is-
lamic weapons, the decora-
tions on the blades, if any,
were mainly in the form of
inscriptions. The latter varied
in content (it could be a
menace to an enemy, a quo-
tation from the Qur’an or a
verse) and were always high-
ly ornate. Sometimes they
bore the information about
the craitsman or the owner,
the date and place of manu-
facture as well.

The dagger with the hilt and
scabbard adorned with ele-
gant floral design was manu-
factured in Tunisia in the
year of Hegira 1328 (1910
A.D.), as the inseription on
the blade reads. The decora-
tion, like the inscriptions, is
made by silver hatching. Ii is
a recurrent motif of apopeta-
lous flower, edged with an
oval frame. Unbroken design
covers the scabbard and con-
tinues on the hilt, leaving no
free space and giving an im-
pression of infinite and per-
petual motion, so typical of
Islamic art.
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Ha. 33

[IJIATBE M IIATIOYKA

Ocmanckas umnepus. XIX b.

Bapxam, wimse MeMAlIUHecKuM
WHYPOM, CAAYHKAA Kalina.

Ha. naamea 120 cu.

Ju, wanouku 16 cm.

Hua. Ne 6124 11, 6127 1T

K 0 ¢ m o M

c o8 e me

TpannuuoHHBI TypeuKHii Ko-
CTIOM — CJOMKHBI KOMMIEKC,
CTaBLIHI OTpaXKeHHeM oco-
GeHHOCTEH UCTOPHUECKOrD
pPasBUTHA CTPaHbl H Pa3HO0G-
pasusi TPaLHLHi, TTHTAILINX
ee KyabTypy. MpaHckue,
apabcKne, TIOPKCKHE, TPeKo-
BH3AHTHHCKHE 3JeMeHThI
OpraHu4Ho BOLLJIM B €ro co-
craB. B snoxy Ocmanckoit
umnepuu (14—19 Be.) cya-
TaHCKHE YKa3bl peryiaMeHTH-
POBANH JHHY NI4T H CTO-
HMOCTb TKaHef, H3 KOTOPbIX
ero pasperianoch WHTE.
Oco6eHHOCTH LBETA H 110~
Kpof oflexbl QUKCHPOBAIH
COCJIOBHBIE W HALMOHAJbHbBIE
pasaHyus, NPO4HO MPHBA3bI-
Bas rpaxiaH HMIepHH K on-
pejefieHHOl rpynne Hacene-
nus. OrpoMHoe 3Hadenue
3TOT BOMPOC HMeN B MpH-
JABOPHOI cpene, rie Kamioh

JOJDKHOCTH COOTBETCTBOBAJ
cBoit koctiom. Ho ecam nuiw-
Hble “opmentbie” 0leAHNS
yxe B KoHue 19 B. ctann my-
3eHHLIMH 3KCIOHATAMH, TO
MHOTHE TPaJHUHOHHbIE 3/1e-
MEHTBI 0OBIMHON O1eHIbl
NpOCYLIECTBOBAIH NPAKTH-
yeckd Bece 20-e cronethe.
HapsiiHoe KeHcKoe BepxHee
nJaThe W wWarnovka gpec u3
colpanusi Myaes NpHHazne-
xat K 19 8. Jloxkuble pyka-
Ba, MJIETEHBIE MYTOBHILbI, YK-
palleHHble MeJKHMH Kopa-
JIaMH, LWHPOKOE HCMOoJb30Ba-
HHE 30J10THOR H cepeGpsHON
HHTH — BCe 3TO XapakKTepHo
LA TYPELKOH Ofle#bl 0c-
MaHckoro Bpemenu. Cyue-
CTBOBA/IH, TEM He MeHee, pe-

rHOHA/bHble 0COGEHHOCTH
KOCTIOMA, C(OpPMHPOBABIIHE-
Csl OTYACTH B OOCMAHCKHH
nepuoi. [laarss nonodHoro
MoKposi, Hanpumep, GbUTH
pacrnpocTpaHeHsl B €Bpomefi-
CKOH 4daCTH UMITePHH, Ha Tep-
putopun Bankanckoro nody-
octposa. CeoeoGpasnas
thopma pykaBa xapaxkTepHa
s KoeTioma Gosirap M ad-
fanles, NpHYEM ee MOMKHO
BH/ETh HE TONLKO B KEHCKHX
MAAThsIX, HO H B MYXKCKHX
KypTKax wenkenax. Onemiuy,
YKpaIIeHHYIO 30J0THBIM LIH-
TheM, CO3/1aBa/lH BbillIHBaJIb-
LIHLbLL HAH peMeC]eHHHKH -
nopTHbie, 3aMUTOYHBIE Kpec-
ThAHe W OoraThle ropoxKaHe
HajeBalH ee He KaMlbli
nenb, npubeperas Aas Top-
HMECTBEHHbIX CJYyYaes,

Pl 33

DRESS AND CAP

Ottoman empire. 19th century.

Velvel, embroidery

in metallic braid, galloon.
L. of the dress 120 ¢m.
Dia. of the cap 16 ¢m.
Inv. nos. 6124 1, 6127 1

Traditional Turkish dress is
an elaborate complex, which
reflects peculiarities of his-
torical development of the
country and diversity of tra-
ditions that nurtured her cul-
ture. This organic blend
comprises Iranian, Arabic,
Turkic, and Greco-Byzantine
elements. Under the Otto-
man rule (14th—19th centu-
ries) the length of dress and
the cost of textiles prescribed
for sewing was regulated by
the Sultan’s orders. Colour
and style marked social and
ethnic differences, thus clas-
sifying the subjects of the
Empire. This phenomenon
was more pronounced at the

court, where each position
involved a distinct dress,
While gorgeous formal ap-
parel was reduced to muse-
um exhibits already by the
late 19th century, many tra-
ditional components of every-
day wear were current even
in the 20th century. The or-
nate woman's upper garment
and the fez cap from the
Museum’s collection belong
to the 19th century. False
sleeves, twinning buttons
decorated with small corals,
and extensive usage of gold
and silver thread were typical
to Turkish dress of Ottoman
times. Still, some regional
modifications of the dress ex-
isted, which were formed to a
certain degree in pre-Otto-

man period. The dress of
such style, for instance, was
popular in the European part
of the Empire, on the Balkan
Peninsula. A peculiar shape
of the sleeve is typical of
Bulgarian and Albanian cos-
tume; moreover it could be
seen not only in women's
dress, but also in men’s
jacket, called chepken. The
dress, adorned with gold em-
broidery, was woven by em-
broideresses or tailor arti-
sans. Well-to-do peasants
and wealthy townsfolk would
not wear it every day, reserv-
ing it for solemn occasions.
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LLIEMHBIE T'PUBHBI

Adpranncran. XIX B,

Memaaa, cepdoaur, aasypum, mo-
HEMIbL, LMbE, WLMAMIL.

18.5x14 cu. 16x15 e

Hus, Ne 7494 11, 7495 Il

K 0o ¢ m 0 M

£ o9 81T 4 mé

Adranckoe aekopaTHBHO-
MPUKJIAIHOE HCKYCCTBO —
naoa TeBOopyeCcTBa MHOTHX Ha-
poAOB, HAaCeJAWHX 3TY
ctpany. OBeanpHble uaneaus
nepejaBajiiHch B CeMbiX H3
MOKOJIEHHSI B MOKOJEHHE.
OnnH H3 BHAOB YKpalleHHi,
NonyJaspHbIX cpeju adran-
ues, — pa3HooOpasHble ILEH-
Hble TPHBHBI, H3rOTOBJISBLIN-
ecd H3 cepebpa H MeJbXHO-
pa, ¢ noalBeCKkaMHd H BCTaBKa-
MH H3 NOJAyAparoueHHbIX
kamueii. Cyuiectyer 1sa oc-
HOBHBIX THIA 3THX M3JEJHI.
Cm{paneau,uume FPHBHBI Be-
AYT CBO€ NPOHCXOMKIACHHE OT
TYPKMEHCKHX yKpawenuii. B
noucnamekom Kadupucrane
HX HOCHJIH BBICOKONOCTAB-
JIEHHLIE BEJbMOXKH, HX JKeHbl
u jao4depH. Bekope nocae
toro Kak B 1896 r. 31a rop-

Has obaacth BocrouHoro Adp-
raHMcTaHa Oblla MNoKopeHa M
ero HaceJeHue Obl1o obpa-
LIEHO B MCJaM, NMPOH3BOI-
CTBO TAKWX H3J1eJHIA MpaKkTH-
4eCKH npekpatuiock. JIByx-
HJIH TPeXYaCTHbI€ HATPYIHbIE
YKpaLleHust NpHHaLIeKain
MYKYHHAM H Ha3bIBAJIHCH
AMHW 2ep, HX COXPAHHJIOCH
J0CTaTOMHO Mano. [PHBHBI,
cocToflIHe H3 OJHOH CriHpa-
JH, MoA06HO IKIEMMIASPY H3
KOJUIEKLLMH My3esl, — JXKeHC-
KHE, OHH HOCAT Ha3BaHHe
eep. Ilpyrasi pa3zHOBHAHOCTh
araHcKuX WeHHLIX rPHBEH —
YKpaLleHHe C HeCKOJbKHMH
psilamMK MOJBECOK W3 Orpas-
JIEHHOTO B METaJsJl JlasypuTa
1 mouer, Ha sisbike myiuty

TAKHE TPHBHLI HA3bIBAKOTCS
ooxcett. Cpenu noasecok
BCTpevatoTes adraHekue,
NEePCHACKHE U OCMAHCKHE MO-
HeTbl pasHoro spemen. Ilo
XApaKTepy HCMOJHEHHN LIef-
HYIO TPHBHY, NpeaCTaBJeH-
Hylﬂ B a.l'IbGOME, MOMHO OT-
HECTH K NOCHEIHHM JeCsiTH-
aeruam 19 B, Oanako camas
MO3AHAA U3 MOHET-MOJABECOK
natupoana 1350 r. XumKphl
(1933). Buaumo, spemsi or
BPEMEHH TOJABECKH TEPHJHCD,
CTHPAJHCH H HX 3aAMEHSIH
HOBBLIMH,

Pl. 34

NECK TORQUES

Aighanistan. 19th century.

Metal, carnelian, lazurite,
coins, casting, stamp.
18,5x14 cm. 16x15 cm.
Inv. nos. 7494 11, 7495 Il

Afghan applied art sprung
from creative work of numer-
ous ethnic groups inhabiting
the country. The jewellery
was handed down from gen-
eration to generation. Neck
torques made of silver and
cupronickel, with pendants
and inlays of semiprecious
stones, were very popular
among the Afghans. There
are two main types of these
articles. Twisted torques,
worn in pre-Islamic Kaffirist-
han by distinguished noble-
man, their wives and daugh-
ters, evolved from Turkme-
nian decorations. Soon after
1896, when this mountain

region of Eastern Aighani-
stan was conquered and its
populace converted to Islam,
the manufacture of these ar-
ticles ceased. Two- or three-
part breast ornamentals,
which are quite rare now,
were worn by men. They
were called yamni gher.
Torques having one spiral,
like this exhibit from the
Museum’s collection, be-
longed to women. Their des-
ignation was gher. Pendants
of lazurite and coins, set

with metal, arranged in sev-
eral rows made another kind
of Afghan neck torques.
Such torques are called ojei
in Pushtu. The pendants can
contain Afghan, Persian, and
Ottoman coins of diverse
time. Judging by the work-
manship, the torque shown
here can be dated to the
late 19th century. However
the latest coins bear a Hegi-
ra date 1350 (1933 A.D.). It
seems likely that pendants
were lost, worn off, and re-
placed by new ones from
time to time.
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[Tocne 3aBoeBaHus B cepenu-
He 17 B. Kntas manbuxypa-
MH H YYpeMIeHHS| HMIEPHH
Llun noGeputenu obszanmu
BCEX KHTAHlleB HOCHTHL OJexK-
Iy MaHBYKYPCKOTO Mokpos. B
3aKoHax ObUIH 3aKpenJieHsl
MOKPOH H OCHOBBI IeKOpa
TPEX ryaBHbIX (OPM KOCTIO-
Ma: PHTYalbHO-IPHABOPHOTO,
npasaHu4Horo (npeaHasHa-
4aBlIerocs A HOWEHHA B
MPHCYTCTBEHHBIX MECTAxX) H
noscenHeBtoro. Ha cmeny
UWHPOKOMY KHTAHCKOMY oJles-
HHIO MPeIIIecTBYIOLLEr0 Bpe-
MEHH, JIeBas MoJa KOToporo
3aKpenasach Ha npagom
njede, NPHILJH 3ayKeHHbIE,
€ 3aCTEHKON y NMpaBoil K-
UHLbl XaJaThl H KOTHI, 1e-
KOP KOTOPBIX BCE K€ BOCXO-
JIHJ K CTAPBIM KHTAHCKHM 06-

pasuam. [lratbe MaHbuKype-
KHX JKEHIIHH MaJo oTJH4Ya-
JIOCL OT MY;KCKOTO; €ro Hau-
OoJiee pUMEYATENLHBIM 3J1e-
MeHToM Obliia Ge3pykaBka
4aoeya, HAleRaBLIAACH Mo-
BEPX XajaTta npH pUTYaJbHO-
npuasoprom koctiome, OcHo-
BY JeKopa Ge3pyKaBKH 4ao-
rya, Kak W HanJe4yHoH ojex-
Jibl (XanaToB) MPaKkTHYECKH
BCeX MPelNHCAHHBIX 3aKOHa-
MH M JLTS MYMKUHH, H 19
MKEeHILHH hopM, cocTapaANu
3JIEMEHTHI, OTpaKailouLne
TPALHLHOHHBIE KOCMOTOHH-
YECKHE MPeICTaBJIeHHS KH-
Tafines. CrnvHa, nJe4n H ne-
peiHHe noJiel, oGjaekatouiHe
TeJ0, CHMBOJIH3HPOBAIH
ne6o. B nwxned yactu cre-
PEIM W €3a1H MO LEeHTPY, a
TaKKe 1o 6okam Haobpaka-
JHCh (HATYPANHCTHUECKH HJIH

B reomMeTpHaoBaHHoil dopme)
CKaJlbl, COOTBETCTBYIOLLHE
YeTbipeM CTOpPOHAM CBeTa.
ITo nogony Memxay ckan pac-
nojarajics y3op, accoLHHpy-
woutuiics ¢ Muposbim okea-
HOM, MPHYEM PA3HOLBETHBIE
NpAMbIE HAKAOHHBIE MJIH
BOJIHHCTHIE 110J0Ck 0603Ha -
danu “rayGunsl Bon”, a npu-
4Y/JIHBbIE, TAKIKE MHOTOLBET-
Hble, 3ABHTKH HAJ HUMH —
BOJIHBI, TO €CTh MOBEPXHOCTh
okeana. Hebo 3anonusiu
CTHJH30BaHHLIE 0061aKa, cpe-
11 KOTOPBIX H300payKainch
NIPaKkoHB! (MX KOJHYECTBO H
THII HMEJIH HepapXHuecKoe
3HaYeHHe ), a HHOIJA ele H
pacnpocTpaHeHHble B KHTail-
CKOM HCKYCCTBe Gaaronoxe-
JNaTe/bHbIe CHMBOJIBI,

Pl. 35

WOMAN'S FORMAL
SLEEVELESS JACKET
CHAOGUA

China. First half of the 19th century.

Satin, silk and foil thread,
embroidery.

135x120 cm.

Inv. no. 2754 1

Aiter the Manchu conquest
of China in the mid-17th
century and establishment of
the Qing dynasty the con-
querors obliged all Chinese
to wear dress in Manchu
style. Basic rules of attire
cutting and elements of de-
cor were laid down by the
Acts of the Emperor for three
major categories of dresses,
i.e. ceremonial to be worn at
the court rites, formal to be
worn in the office, and semi-
formal just for outdoor casual
wear. Chinese traditional
loose gowns with wide
sleeves, their left lap fixed at
the right shoulder, were sup-
planted by fitted robes and
gowns with a clasp near the
right collar bone, some fea-
tures of which decoration
could still be traced to old
Chinese style. The dress of

Manchu women was quite
similar fo men's one; its
most notable element was
sleeveless gown chaogua,
opening in the front, worn
over the robe in ceremonial
dress. The decoration of this
jacket, as well as that of all
the robes, gowns, and jackets
prescribed for men and wom-
en, was based on the ele-
ments, reflecting traditional
cosmogonic beliefs of the
Chinese. The back, shoul-
ders, and front laps encloth-
ing the body symbolized the
sky. Rocks, corresponding to
the four cardinal points, were
depicted in naturalistic or
geometrised manner at the
lower half of the front and in
the centre aback, as well as

on the sides. Between the
rocks over the lap a design
associated with the world
ocean was placed, where var-
iegated straight inclined lines
or wavy bands signified
“ocean depths” and fancy
swirls over them represented
the waves, that is ocean sur-
face. The skies were covered
with stylised clouds, amidst
which dragons were depicted
(their quantity and type were
of hierarchical nature).
Sometimes auspicious sym-
bols common to Chinese art
were also employed.
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B nepuon MaHbYKYpCKOTO
rocriofietBa (1644—1912) s
Kutae KHTASIHKH, XeHbl YH-
HOBHHKOB, B 0COOEHHOCTH
C.I'I)I')KHBH.IHX B CTOJIHLLE, I'IPH
Beex OHUMAJBHBIX LepemMo-
HHSAX Obl/IM 00si3aHbl Hajge-
BaTh MAHLYKYPCKOE TIATHE,
MaJIo 4eM OTJIHYaBIUIEECH OT
KocTioMa uxX myxkei. OgHako
MHOIHE JKEeHUIHHBI CPeIHHX H
BBICIIHX CJIOEB COXPaHHIH
HALHOHANILHYIO OleXKIy 15
HeoQHUHANBHBIX, HO TOpXKE-
cTReHHBIX caydaes. Ha soc-
NPOH3BELEHHOM MOPTPETE
MOMKHO YBHAETb OCHOBHbIE
JNEeMEHThI TUP}KECTBEHHOFO
OIS HUST KHTASHKH, HIHPOKYIO
H IJTHHHYI0, TOXOASALLYK 10
UHKOIOTOK KOMTY, BHIFAS/Ib-

BAIOILYI0 M3-10/L Hee 00Ky,
GeapykaBky canai ¢ narpyu-
HbIM KBaJPATHHIM 3HAKOM
pasauuns 6-ro YHHOBHHYbLETD
paura, Ha Kotopom u3o6pa-
weHa Oesas uanasn. Kocriom
JONOJHAET POCKOUIHBIHA ro-
NoBHOH y6op ghaneyams, yK-
pauwlenHbiit purypkamu te-
HHUKCOB, JlepXKalliX B KJII0Bax
HKEMUYKHBIE MOABECKH.

DaMuibHbI nOpTPET — 3TO
ocobasi pazHOBHIHOCTL XKaH-
pa aanby (H300paKeHHe Jio-
Jefl) KHTalCKoH XHBOMHCH,
BBIMOJHABILIAS B Pa3JHYHbIX
cHTYyauHax QyHKUHH o(HILH-
aJIbHOTO, Pernpe3eHTaTHBHOrO,
PHTYANbHOTO HJH, KaK HHOTAa
ropopaT, norpeGajibHOro
noprpeta (B 3anaaHofl Jure-
patype — noprpera npeika).
Ero oTaAHYHTENBHBIME 0CO-
OeHHOCTAMH FABJASJHCL CTPO-
rasi poOHTANLHOCTE NO3bI

H300paKEHHOTr0 NepcoHaxa,
CHIALLETrO, KAK NPaBujio, B
POCKOLIHOM Kpeciie, H Hah-
GoJiee TOPXKECTBEHHOE OJlefi-
Hue JnGO NPHABOPHO-PHTY-
anbLHOH, AMG0 Mpa3AHUYHOI
topmbl. McnoausiHes ouu
KaK NpH JKH3HH, TAK H 10cae
CMepTH MOPTPETHPYEMOTo H
yallle BCEro BHCEJH B CreLH-
anbHOM nomeltesHu GoraToro
J0oMa, rjle pa3mellanack ra-
Jeped aMHibHBIX NOpTpe-
toB. MHorna xe oun morau
3aMeHATL TaGJHUKK C HMeHa-
MH TMPEAKOB Haj A0MALIHHM
ajtapem, rnepej KOTOPLIM Co-
BEPLIANHCh PEJAHIHO3HbIE PH-
Tyadibl, WJIH, €C/IH peyb Hiet
0 MopTpeTe HMNepaTopa Hin
JApyrod BblaaioLleiica JHYHOC-
TH, MOTJIH HAXOLHTLCA Jaxe
B XpaMe B KayecTBe CBOEro
poia MKOHBI,

Pl 37

ARTIST UNKNOWN.
ANCESTRAL
PORTRAIT.

A WIFE OF

A CHINESE
OFFICIAL,
BESTOWED WITH
THE 6TH RANK.

China. 18th century.

Ink and colours on silk.
86x60 cm.
Inv. no. 14201 1

During the period of Manchu
domination in China (1644—
1912) Chinese women mar-
ried to officials, in particular,
to those from the capital,
had to wear Manchu dress,
only slightly different from
their husbands’ garments, at
all formal ceremonies. How-
ever, many women from mid-
dle and upper strata retained
national dress for informal
occasions of solemn nature,
The reproduced portrait
shows principal elements of
festive attire of a Chinese
woman, namely long loose
gown, reaching her ankles,
protruding skirt, sleeveless
jacket xiapei with a square
badge of rank at the breast,

showing a white egret, corre-
sponding to the 6th rank of
the sitter’s husband. The
dress is completed by mag-
nificent headgear fengguan,
decorated with figures of
phoenixes holding pearl pen-
dants in their beaks,

Family portrait is a specific
type of renwu (figure paint-
ing) genre of the Chinese
painting, which in different
cases served as official, rep-
resentational, ritual or, as
it's called sometimes, funeral
portrait (termed “ancestral
portrait” by Western schol-
ars). Its distinguishing fea-
tures were strictly frontward
posture of the sitter, as a
rule sitting in luxuriant arm-
chair, and highly solemn at-

tire of ceremonial or festive
type. These portraits were
painted both pro vita and
post mortem, and at most
were suspended in a special
room of a rich house, where
the gallery of family portraits
was accommodated. Occa-
sionally they could substitute
ancestral tablets for the fam-
ily altar, in front of which re-
ligious rites were performed,
or, in case of emperor's por-
trait or depiction of other
person of figure, they could
be placed in the temple as a
kind of icon.
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B sinoHckoit KyabType Haumo-
HaJbHbI KocTiom oGosnaya-
eTCA CAOBOM KUMOHO (j0C-
JOBHO Kupy — “HOCHTR,
MOHO — “Beuwib”). D10 wWH-
POKHI npaAMoii xanat Ges 3a-
CTEXKEK H KapMaHoB ¢ He-
GOJIBIIHAM BOPOTOM H TpsiMo-
YroJibHbIMH pyKaBaMH, 3ara-
XHBAWILMHCA Ha TPyAH Ha
MpPaByo CTOPOHY, KaK y MYy:K-
YHH, TaK H y xeHumH, Cy-
LLECTBYET HECKOJIbLKO pasHo-
BHIIHOCTEH KHMOHO: MYXKCKoe
H XKEHCKOE, BepXHEe H HHMK-
Hee, nomawnee, Kumono
WHETCS W3 CTAHAAPTHBIX KyC-
KOB TKaHH, MO3ITOMY BCe OHH
[IPUMEPHO OJHHAKOBOIO pas-
Mepa. Bepxnee naatse cuk-
cHpyeTcst nosicoM 00U, KOTo-

Pblit ¥ MEHLIHH pacnonaraer-
Csl BbllLlE TANHH M 3aBA3LIBA-
etcst Gantom. CjloxkeHue Ta-
KOFO THNA KOCTIOM@ MPOMCX0-
nut yxe B 15 8., aB 17
CTOJIETHH BCE €r0 Pa3HoBH/-
HOCTH OOBLEIAHHAIOTCA €J1H-
HBIM TEPMHHOM “KHMoHO".
Kumono 6bl10 yHusepcais-
HOH OIEMI0H 1A BCeX CJoes
Haceqenns. OnHako clHTOe
H3 IOPOrOCTOALLErO leJKa
pacnHcaHHoe BPYYHYIO napa-
JIHOE OfIesIHHE W MOSIC CTOMJIH
LeJjoe COCTOAHHE W ObLIKH 10+
CTYIHBI JIaJIEKO HE BCEM.
Kynaeunyio 8 nercrse sepx-
HIOI0 OexK1y siNoHKa Moraa
HOCHTB JI0 KOHLA JKH3HH, TaK
KaK ero JVIHHY MOXKHO Gblio
perynuposarhb, noabupas
JuiHee nox nosc, Hparo-
LieHHble Hapaibl OGepexHo
XPaHH/JHCh B CEMbAX, H rap-
Nepod MeHIHHb BKII0YA
OAEAHHUA, Mepelleie ot
Marepu H GaOylIKH.

Modosibie HeaaMyxHHe XKeH-
IHHBI HOCHJIM KUMOHO THINA
¢ypucods ¢ LTHHHBIMH pyKa-
BAMH M JIEKOPOM, 3aHUMAI0-
LLIHM [TOYTH BCIO NOBEPXHOCTE
kumono, Ha Genoii ¢ kpemo-
BbIM OTTEHKOM TKaHH My3eii-
HOI0 KHMOHO pa3MmellieHo [1o
AHAaroHain H3obpamKeHne ABYX
MaBJHHOB ¢ OTPOMHBIMH XBO-
CTAMH B OKPYMKEHHH 3apoc-
Jeil 6ambyka W nanopoTHHKa,
CPEH KOTOPLIX BHAHbLI LIBETHI
Jlotoca H xpHsantem. Jleko-
paTHBHAA CTHAM3AUHA H306-
PasHTeNbHBIX MOTHBOB, CJIOMK-
HOE COMOCTaBJeHHe OpHAMEH-
TaJbHLIX ()PArMEHTOB, H3biC-
KaHHas raMmma LBeTOB: 30J0-
THCTO-6exeBoro, roayboro,
PO30BOTO, CBEPKAHHE 30J10Ye-
HBIX HHTEH — BCe 3TO npuja-
€T OCHENHTENbHYIO NBIHOCTh
H NapajHocTb KHMOHO,

P1. 38

KIMONO WITH
A PAIR OF PEACOCKS

Japan. 1957,

Silk, juden handmade painting,
embroidery.

L. 163 ¢m, w. 140 cm.

Inv. no. 12503 1

In Japanese the national
dress is called kimono,
which is a combination of
two words — kiru, or “to
wear”, and mono, or “a
thing”. That is a loose
straight robe, wrapover the
chest to the right side, hav-
ing a small collar and
square sleeves, but no
clasps or pockets. There are
several types of kimono,
such as men's and women's,
upper and lower, for home
wear. Kimono is sewed from
standard pieces of cloth;
therefore all of them are of
approximately same size,
Upper garment is held down
by obi girdle, which is worn
by women above the waist
and tied into bowknot. The
dress of this type appeared
as early as the 15th century,
and in the 17th centuries all
of its modifications got a

common designation of “ki-
mono”. Kimono was a uni-
versal dress for all social
strata. However, state dress
and girdle, sewn from ex-
pensive silk and hand-paint-
ed were worth a small for-
tune and thus accessible for
few. The Japanese could
wear an upper garment
bought in her green years
till her demise, as tucking
the odds up under the girdle
controlled its length. A fami-
ly carefully preserved pre-
cious attires, so woman's
wardrobe would include gar-
ments inherited from her
mother and grandmother,

Young single women wore ki-
mono of furisode type, with
long sleeves and design cov-
ering the surface of the ki-
mono almost entirely. Over
the white cream-toned fabric
of the Museum’s kimono two
peacocks with large trains
are arranged diagonally.
Shaws of bamboo and brack-
en, interposed with lotus and
chrysanthemum flowers, sur-
round them. Stylised design,
complex juxtaposition of dec-
orative fragments, exquisite
colour gamma of golden
beige, azure, and pink,
splendour of golden threads,
all these imparts the kimono
with dazzling gorgeousness
and grandeur.
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Mo tpanuuuu 8 nepuoa a0
(1603—1868) 06 ouaposa-
HHH H TIPHBJEKATEJbHOCTH
MEHUNHBL CYIHAH He MO JiH-
Ly, KoTopoe no o6biyaw Gbi-
710 NOKPHITO TOJICTBIM CA0EM
NE€KOPATHBHOTO rpuma, a no
KpPacoTe YepHuIX GJeCTALIHX
BOJIOC, YJNOXKEHHLIX B 3aMbiC-
JIOBATYIO MPHYECKY, Fpaluu
NBHAKEHHA W XYL0MHKeCTBEHHO-
MY BKYCY, C KOTOPHIM ObII0
nogo6pano KamoHo, Mmenno
TPAIHLLHOHHOE OJEHHHE Xa-
PaKTEPH30BaJ0 COLHAJbHOE
MOJOMKEHHE SINOHKH, €e BO3-
pacT, ypoBeHb KyJbTypbl H B
onpeiesieHHbIH MOMEHT TOBO-
PHIIO JaxKe O COCTOAHHH ee
mywn. [To ofesae MoKHO GBI-
N0 onpeaennTs, cobupaercs
JIH AEHILHHA NOCETHTL TeaTp
Kabyku, ysacrsoBarts B uaii-
HOM LlepeMOHMH HJIH HaBec-
THTL POJACTBEHHHKOB B JIeHb
Hosoro roaa.

B nepuon 210 caokuioch
ocofoe OTHOLIEHHE H K XYI0-
HMECTBEHHOH 3HAYHMOCTH KH-
MOHO, KOTOpOE TpH MOKYIKe
BEIGHPAJH W 3CTETHYECKH
OUEHHBANH Kak KapTHuy. [Tpu
OJHOTHITHOCTH OPM KHMOHO
CYLLECTBOBAJIO OFPOMHOE
pasHooGpasHe TEXHHYECKHX
MPHEMOB OPHAMEHTALHH €ro
NOBEPXHOCTH: d31003n — Ha-
HeceHHe PHCYHKa PHCOBO
NacToi NpH NMOMOLLH TOHKOR
NajoyKH, HOPUOJ30M3 — Tex-
HHKa OaTuka, Kaea 0d3sH —
packpacka no OymaKHbBIM
TpataperaM, y3eJqKOBOE OK-
paliHBaHHe H Jp.

3amy)HHe KeHLIMHB HOCHIH
KHMOHO THna adodayma, npH
CO3/IHHH KOTOPOro OpHAMEHT
COCPEOTOUHBANH B HHKHEH

yacTH (OH 3aHHMAN MecTo OT

KoJIeH JI0 KPOMKH) W Ha py-
KaBax, NMpH 3ToM GoJbIIYIO
YacTh NOBEPXHOCTH TKaHH
OCTABJSAJH B BHIE YCAOBHOIO
tona. Tak nekopHpoBaHO KH-
MOHO H3 KOJIJIEKIHH My3es.
JKaHpoBele cleHsl, BOCIPO-
H3BE/IeHHbIE MO HECOMHEH-
HbIM BJIHSIHHEM KJaCCHYECKOH
AINOHCKOI rpaBlopel, BCTpeya-
I0TCS B POCHHCSIAX KHMOHO
noctatouno peako. Ocobuii
HHTEpEC NpeACTaBAAIOT KOM-
MO3HUHH B KPYTJbIX KapTy-
ax, KOTOpble BBINIAAAT Kak
UHTATBI, LUEJHKOM NepeHeceH-
Hble ¢ rpau4yecKHx JIHCTOB.
[TopoGHelil npuMep B3anmo-
NeHCTBHA Pa3HbIX BHAOB HC-
KyCCTBA THIHYEH JUIs ANOHC-
KO TOPOACKOH KyJbTYphl.

P, 39

KIMONO DEPICTING
THE GAME OF
BLIND-MAN'S-BUFF

Japan.
Late 18th — early 20th centuries.

Silk, juzen handmade painting.
L. 161 em, w. 136 cm.
Inv. no. 19976 1

In the Edo period (1603—
1868) loveliness and allure
of a woman were testified
not by her face, which was
covered by a thick coat of
make-up in accordance with
the custom, but by beauty of
her black glossy hair coif-
fured fancifully, grace of her
movements, and artistic
taste of kimono selection. It
was {raditional dress that
distinguished the social sta-
tus of a Japanese woman,
her age, education, and
sometimes even signified her
mood. Her dress could tell,
if she was going to Kabuki
theatre, preparing to take
part in tea ceremony or to
pay a visit to her relatives
on New Year's day.

In the Edo period a unique
concern for artistic value of
kimono was developed, and
it was selected and ap-
praised aesthetically as a
painting while purchasing.
Despite the uniformity of ki-
mono shape, a vast diversity
of decoration techniques,
such as juden, or delinea-
tion of rice paste with slim
wand, norizome, or batik
technique, kaga yuzen or
colouring through paper
stencils, knot dyeing, etc.,
existed.

Married women wore the ki-
mono of edozuma type,
where the decoration was
confined to the lower part
(from kneels to hemline) and
sleeves, with larger part of
fabric's surface preserving
the nominal ground. Such is
the decoration of kimono
from the Museum’s collec-
tion. Genre scenes made
under apparent influence of
classical Japanese woodblock
prints are rather uncommon
to kimono paintings. Of spe-
cial interest are the designs
in round cartouches, which
look like quotations, trans-
ferred from prints all in all.
Such example of interaction
between different art forms
is typical for Japanese urban
culture.
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Xaopu ssaserca yacthbio
MYKCKOTO MapaaHoro KocTio-
Ma palighyKy, HeNoabayemMoro
B PasqHuHbIX O(HUHATLHBIX
uepemonusx. B ero cocras
BXOJHT YepHOE LISJKOBOE KH-
MOHO MOHYYKU C NATbIO Oe-
JIBIMH MOHamu (repOamu
3HATHBIX CeMeH, no3axke —
3HAK KOPNopauuu Win peJjin-
FHO3HOH opraHusauuu), GeJas
HUXKHASA oflexna d3iobaH u
KeCTKan MJIHCCHPOBaHHARA
100Ka-TaHbl XaKaMa U3
MJIOTHOTO 1IeJIKA HJIH X10T4a-
TobymaxKHoil Tkauu. Ceepxy
HajleBaJH KypTKY XaopH, cxo-
HKYI0 110 TIOKPOI0 ¢ KHMOHO,
JJIHHOIO 10 KOJIeH, NoJbl KO-
TOPOH 3aBA3LIBAJH Criepenn
nocepeHHe LEJKOBLIMH
wHypkamu. Ouna Morsa GeiTh
KOPHYHEBOTO, TeMHO-Ceporo,
FYCTO-CHHEro, HO Yallle Bcero

‘-IEpHOl'D LBeTa H 06H3BTEJH3HO
¢ MoHami. Bnocaegersun xa-
OPH M XakaMma CTajJiH HOCHTh
MOJIOJIBIE JKEHLIHHB N0 Top-
JKECTBEHHBIM CJIydasiM, Ha-
ﬂpHMEp MOCJIe¢ OKOHYaAHHA
WKOJIB HJIH YHHBEPCHTETA.

Odpdexr HeoRugaHHOCTH H
0c000ro 04apoBaHHs XaopH
3aKauancs B “CKpbiTom”
H300pa)KeHun — pPOCMHCH HA
noaknanke. Tak, cTporomy no-
KPOIO H POBHOM TJ1ajtH YepHo-
ro LeJIKa XpaHALLerocs B My-
3ee XaopH NMPOTHBOINOCTABJE-
Ha urpa GJIeHO-OJIHBKOBKIX,
KPACHO- KOPHYHEBbLIX, HeM-
UYHKHO-CePBIX OTTEHKOB BHYT-
penHero aekopa. B coGomuoi
HBOMHCHOH MaHepe n3o6pa-
JKeHbl Ha doHe pacnoJioxeH-
HBIX pAaMH MeJKHX Oebix
Heporandos (gyky — “cuac-
The", YKy yn — “cyactiu-
BOe 06JaK0” ) TPH KOJIOTYLIKH

Ymuad3, KOTOPLIMH, M0 JereH-
ne, Gor Goratctea Haitkoky
J0OBIBAJ COKPOBHILA 3€MHBIX
neap. Hixe u c6oky nome-
LLeHBl MOAMHCH € MeYaTsMH.
OnHa H3 HHX CBHAETE/LCTBYET
0 CYLIECTBOBAHHH B 3TO Bpe-
ms Habopa 3CKH30B, YTBEpXK-
J€HHBIX IOCYAapCTBOM 14
POCIIHCH Xa0PH KaK 4acTH
oduunanbHoro Koerioma. [pu
CO3/IaHHH JaHHON KYPTKH Xy-
JLOXKHHK BBIGPAJ 1eKOPATHB-
Hble MOTHBBI H3 NPOH3Beje-
HHH BBIIAIOMIHXCS XYL0AKHH-
KOB cpeaHeBeKoBbsi HoHomy-
pa Hunesa (1598 — okono
1650 nan mexry 1660—
1666) u Toyna (nepsas noJo-
BiHa 19 B.).

Pl 40

MAN'S JACKET
HAORI

Japan. First half of the 20th century.

Sitk, juzen handmade painting.
L. 106 cm., w. 131 cm.
Inv. no, 19979 1

Haori is a component of
men's ceremonial dress re-
ifuku, worn at various formal
occasions. It is composed of
black silk kimono montsuki
with five white mon (crest of
a noble family, later also an
emblem of trade corporation
or religious community),
white undergarment juban,
and coarse pleated skirt-like
pants hakama, made of
thick silk or cotton. Haori
jacket was worn atop. It was
similar to kimono in style,
mid leg in length, with its
flaps fixed by silk strings at
the front. It could be of
brown, taupe or rich blue
colour, but most commonly
it was black and indispens-
ably bore mon. Later on
young women started to
wear haori and hakama on
solemn occasions, for in-
stance, upon graduation
from school or university.

Surprise effect and magic of
haori laid in its “secret”
image, a painting on the
undercloth. Thus, reserved
fashion and smooth black
silk of the haori from the
Museum’s collection is con-
trasted by the play of light-
mulatto, russet, and pearl-
gray tonings of the interior
decoration. Three uchide
mallets — using which, as
the legend tells, Daikoku,
the god of wealth, mined the
bowels of the Earth, — are
depicted in liberal brushwork
on a field of small white hi-
eroglyphs (fuku meaning
“happiness™ and fuku un, or
“happy cloud”) arranged in
rows. The inscriptions with

imprints are placed below
and sideways. One of them
evidences the existence of a
set of sketches, prescribed
by the authorities to deco-
rate haori as a component
of formal dress, then. Cre-
ating this jacket, the artist
chose ornamental motifs
from the works of eminent
mediaeval artists Nonomura
Ninsei (1598 — c. 1650, or
c. 1660—1666) and Goun
(first half of the 19th cen-

tury).
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[MOSICHOM HABOP
CAI'9MOHO

Koxa, cronosan kocme,
Geanil memaaa, mucHenue,
packpacka, peasta, Aumoe.

Ofyas da. 22,6 cu.

KHUCET TABAKO HMP3
1 OYTIISIP
JU151 TPYBKH

Baubyk, kpacnoe depeso,
naodosas Kocmodka, peanda,
UHKPYCMAWUR NEPIAMYMPON,

MOKNPOEKA, 14K,
B. 10 cx, da. 20,3 cu.

HABOP IIJT51 CITHLL

Ilepeso, poe,

CALAE MEMAAL08 cubyumu.

M. 28 em.

Sinonnsa. XIX 8.

Hug. Ne 45101, 34194 xkn, 3074 ue

K 0 ¢ m wo M

o st ume

B cBA3M ¢ OTCYTCTBHEM B
TPAaAHLLHOHHOM MYXCKOM KO-
CTIOME KapMaHOoB Y SINOHILEB
cyulecTeoBad o6bi4aii nopse-
IIHBATL HA MOsICe MPH OMO-
LM WHYpa W GpeoKka H3UK3
BCE HeoOXoAHMbIE B MOBCEI-
HEBHOMH MKH3HH NpeamMeThl:
OTHHUBO, KPEMeHb, CBA3KY
KJIOYeH, CYeTbl, MOX0AHYIO
YepHHAbLHHIY K ap. [Toao6-
Hble HAOOPKI HA3BIBAIOTCAH
CA2IMOHO, W HX NMOABJEHHE
oTHOCHTCH K 15 B., 4TO
OblJIO CBA3aHO C BBEJEHHEM
B HAUHOHAJLHBIH KOCTIOM
nosca. B konue 16 B. no
Mepe pacrnpocTpaHeHHs Ky-
peHHs TaGaka siNOHLbI CTAJH
HOCUTL ¢ coboli eute TpyGKy
H kucer. Buauase 3to 6wii0
MPHHATO JIHIIb B KyNeyeckom
COCJIOBHH H JIHIL NO3XKe B
Cpeje BCero ropojackoro Ha-
cenennsi, fnonckue camypau
H apHCTOKpAaThl, OHAKO, H3-

Gerajin KypHTb W TPyGKH K
noacy we npukpenasan. le-
peBsSiHHBIE KHCEThl Mafako
up3 W pesnble GyTAApH C
IHHHOH MeTall/IHYecKon Ky-
pUTeJBHONH TPYOKOH BOLLIH B
mony B spy Tancé (1573—
1586) u OblIH nonyaspHbl
BIUIOTE A0 20 croJerus,
KOT/lA HX BBITECHWJIH CHTapbl
H CHrapeThl.

My3eiiublii KHCeT caenal B
BHe (DHryphl CHAsILLErD B
paambinennn Lapymer. Ero
o0pas, B OCHOBY KOTOpOTO
MOJIOJKEeHa MKH3IHL Jerexiap-
Horo Bouxuaxapmol (6 B.),

ocHoBateis OyuIHiicKoil cek-
Thl 13€H, 4aCTO BCTpevaeTcs
B JeKOpe npeiMeTos sinoHC-
KOTO MPHKIAJHOIO HCKYCCT-
Ba. B oanoi u3 nonyasipHbix
JIET@Hl O HeM TFOBOpPMTCH,
YTO OJHAMIbl, XKeJlas yMepT-
BHTE MJOTh, OH I'IpDBE.i"I B
MEeJHTALLHK JeBAThL JIeT, noc-
Jle 4ero y Hero OTHSJIHCH
HOTH.

Penkum o6paziom no3aHunx

carsMoHo spasercs GyTasp
C POrOBbLIMH CIHLLAMH, KOTO-
PBIMH YHCTHAH TPYGKY, Bbi-

pe3aHHbIH H3 JepeBa B BHIe
MOJ3YLIEro JPakoHa ¢ HILKI
B thopme KopoOouKH JioToca
€0 cBOGOAHO BbIIBHIAIOLIH-

MHCH CeMeHaMH.

Pl 41

SAGEMONO,
A GIRDLE SET

Leather, ivory, babbit, embossing,
colouring, carving, casting.

Total I. 22,6 cm.

TOBACCO POUCH
TABAKO IRE

AND PIPE-CASE

Bamboo, redwood, fruit pip,
carving, mother-of-pearl inlay,
foning, lacquer.

H. 10em, [ 20,3 cm.

SET OF NEEDLES

Wood, horn, shibuichi alloy.
L. 28 ¢cm.

Japan. 19th century.

Inv. nos. 4510 1, 34194 kn, 3074 HB

As traditional Japanese
dress lacked pockets, all ar-
ticles essential in men's ev-
eryday life, such as flint, fir-
estone, bunch of keys, aba-
cus, inkpot, etc., were at-
tached to the girdle by
means of braid and nefsuke
pendant. Such sets are
called sagemono; they ap-
peared in the 15th century
following the introduction of
girdle into national dress. In
the late 16th century, as far
as tobacco smoking spread,
the Japanese also developed
a habit of carrying along a
pipe and tobacco pouch. At
first it was customary only
among merchants and only
later adopted by entire

townsfolk. Japanese samu-
rais and aristocrats, howev-
er, abstained from smoking
and didn’t attach pipes to
their girdles. Wooden tobac-
co pouches fabaco ire and
carved cases with elongated
metallic smoking pipes come
into vogue during the Tensho
period (1573—1586) and
were popular down to the
20th century, when they gave
way to cigars and cigarettes.

Tobacco pouch from the Mu-
seum'’s collection is made in
the shape of Daruma im-
mersed in contemplation.
His image, portrayed on the
basis of the story of legend-
ary Bodhidharma (6th centu-
ry), the patriarch of Zen
Buddhism, is common to de-

cor of specimens of Japanese
applied art. One popular leg-
ends states, that once, being
desirous to discipline himself,
he spent nine years in medi-
tation, after which his legs
failed him.

A rare specimen of later
sagemono is the case with
horn needles employed to
clear the pipe. It is carved
from wood to represent a
crawling dragon with net-
suke in the form of lotus
capsule with seeds coming
forward easily.
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HMHPO

Slnonus. Bropan nononuna XIX g,

ABTOp HHPO € HFpYIIKAMH —
HAOXHCA;

ABTOP HILKS —
CIOHMHH.

Jak, caonosas kocmo, dapgop,
pocnuck, peavia,

UHKPYCMAYUS NEPAAMYMPOM,
MOKUPOSKA, NO3010ma.,

9,2x6 cu. Bxd o,

Hue. Ne 12693 [, 12689 ]

K 0 ¢c m w M

c 0 st ume
Hrpo (nocaosuo un — “ne-
yare”, po — “sumk”) npex-

crasasiet coGoil couieHeH-
HBIE 3JVIHNCOBHIHbIE MaJeHb-
KHEe KOpoGOouKH, CTSHYTBIE
LWIHYPOM, OT OJHOW 10 CeMH
WITYK, COCTaBJsilOUIHe KaK Obl
onny seutb. B rogwm cpeane-
BEKOBbLA MMH MOJbL30BAJNUCE
caMypan AA XpaHeHHs JHY-
HOH MevyaTH uneé, zameHsio-
el NoAnuch Ha J0KYMeHTaXx,
a TaKMKe UHHUKY — MaJleHb-
KO# KOPOGOUKH ¢ KpacHoii
nactoii. B KoHue nepwona
Ao (1603—1868) ux cranu
HCNOJIL30BATh IS MeJHKA-
MEHTOB, apOMaTHYECKHX Jie-
newek H JApyrux meaodei.
[TepBrie uipo mosiMAKMCh B
Konue 16 B. I'lo Tpaguumu nx
BbIpe3asi H3 JlepeBa, NMoKpbl-
BaJIM 1aKOM (H3 COKa JaKo-

Boro jepesa Phus
vernicifera) u aekopuposanu.
HauGonee pacnpocrpanen-
HbIM OblJ YepHBIH J1aK ¢ J0-
Gasaennem cosedt enesa u
30JI0TOR ¢ noGaBJeHHeM ro-
pouika sonota. Menoabsosa-
JIH TaKKe KpacHbli Jlak, 0K-
pauleHHbli KHHOBApbIO.

HenspecTuril astop unpo us
KOJIIEKLIHH My3es CO3/1aJ1 Ha
€ro NOBEPXHOCTH MHHHATIOP-
HO€ JKHBOIHCHO® MAaHHO ¢
FOPHBIM MeH3aMeM, HCnoJb-
3ysl TOHYAHLIHE HIOAHCHI LBE-
Ta 1A nepeaayn pparMenTos
H300paKeHua. IT0 KAaccH-
YECKHH ned3ax ¢ nawopamoit

rop, NJaaky4YdMH HBaMH, na-
BHJIBOHAMH H BOPOTHMH 3a-
Opouwennoro xpama. Baeck u
CBEPKaHHE YepHOro Jaka co-
YeTaeTcs ¢ 30JI0TOH pocnu-
Chl0, IONOJHEHHOH cepebpa-
HOH H 30JI0TOH MBLIbIO, KaK
6ol Tawuteli B riayGuHe doua.
MOXKHO TOJBKO MpPeACTaBHTD,
KaK KpacHBo Obl10 Takoe
HHPO Ha hoHe MaToBOro uep-
HOTO LIEJNKa KHMOHO,

Pocnuck uipo ¢ nsoGpaxe-
HHEM TPaZHUHOHHLIX HIpY-
WEK KHBOMHCHA H B TO e
BpeMs 3aHHMAaTe/IbHA CBOMMH
Aetansamu (pocTku GamGyka,
HOBOTO/JHAS PAKETKA, PYYHOI
Msid H T ). Jlenenune nosep-
XHOCTH M3JIeJIHAl HA YYACTKH C
Pa3MYHBIMH MOTHBAMH,
ACHMMETPHYHOCTL KOMIMO3H-
ILHH, @ NIABHOE — OTBJIEYEH-
HOe CHsiHHe 30J10TOr0 (ona
NpuaalT o0cobyio AeKopaTHB-
HOCTE H300paMeHHnio.

Pl 42

INRO

Japan,
Second half of the 19th century.

Inro with toys by
NAOHISA;

netsuke by
SHUNMIN.

Lacquer, ivory, porcelain, painting,
carving, mother-of-pearl inlay,
toning, gilding.

9.2¢6 cm. 8x5 cm.

Inv. nos. 12693 1, 12689 |

Inro (a combination of in,
“a seal”, and ro, “a box") is
the term used to denote
nests of small elliptical box-
es, one to seven in quantity,
held together by a cord as if
constituting one article. In
mediaeval times samurais
employed them to keep their
private seals ingyo, a sub-
stitute for signature on doc-
uments, and also inniku,
small boxes holding red
paste. By the end of the Edo
period (1603—1868) medi-
cines, aromatic spices and
other small objects added on
to their contents. The earli-
est inro originated in the
late 16th century. By tradi-
tion they were carved from
wood, lacquered (with the
juice of varnish tree, or Phus
vernicifera) and decorated.
Most commonly used were

black varnish with addition
of ferric salts, and golden
varnish, to which gold pow-
der was added. Red varnish
coloured with vermillion was
also employed.

Unknown producer of the
inro from the Museum’s
collection created on its sur-
face a miniature painting of
mountain landscape utilizing
subtle gradations of colour
to reproduce its elements.
Here we find a classical
landscape with panorama of
mountains, weeping willows,
pavilions, and gates of aban-
doned temple. The shine and
splendour of black varnish is

matched by painting in gold
complemented by silver and
gold powder, as if fading in
the depth of the background.
One can imagine, how
beautiful such inro looked
against matted black silk of
kimono.

Another inro painting de-
picts traditional toys. It is
scenic and at the same time
interesting in its details
(bamboo sprout, New Year
racket, handball, etc.). The
division of surface into sec-
tions with various motifs,
asymmetry of composition,
and, above all, abstract
shining of golden back-
ground impart the painting
with unique ornamentality.
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[MPA3JIHUYHbIN
KOCTIOM JEBOYKH

Kopes. 1920-e rr.

Hleax, x{6 mrans.
Kogpma: 24x82cm.

M. wbku 58 cu.

Hue. Ne 1182 HB 1/1-2

K o c m w M

t o st ume

OCHOBY TPasMUHOHHOTO KO-
PEACKOro KOCTIOMA COCTaBJIs-
10T 3anaiuHas Kodra voeopu,
N0JIbl KOTOPOH CKpenasioTes
3aBsA3KaMH, 00pa3yluUHMK Ha
NpaBoi CTOPOHE IPYAH MoJy-
OaHT, MelKooGpasHble 1Ta-
Hbl nadycu W npoctopHas
w6Ka uxuma. [letckan omex-
/la no NnoKpolo He OT/HYajach
OT B3POCJIOH, 0JHAKO MMea
psill ocoGeHHoCTeH, NpHCYILIHX
NpeMae BCEro npasiHAYHOMY
Koctiomy. Ero samuefininm
3J1EMEHTOM OblNIA CIKMOH-
“oeopu — xodTa ¢ pykapa-
MH, CLIHTHIMH M3 Pa3HOLBET-
HbIX noJsoc Tkauu. Hanesanu
€e KakK MaJib4HKH, TaK H Je-
BOYKH 10 6—7-neTHero Bo3-
pacra. LlpetoBoe peuenne
KohTouku GaznpoBanoch Ha
NATHLUBETHOH naauTpe, CBs-
3aHHOH C BOCNIPHHATON M3

Kutas apesneil kocmouior-
HECKOH CHCTeMOf, coracHo
KOTOPOH NATh LIBETOB COOT-
BETCTBOBAJIH YETLIPEM CTOPO-
HAM CBETa H LUEHTPY MHPO3-
JlaHHsA: CHHUH — BOCTOKY, Oe-
JIbl — 3anajy, YepHuifi —
CeBEPY, KpacHuli — iory,
KeNThiH — ueHTpy. Hpkoe
COUBETHE (YepHbIi 1BeT 3a-
MEHSAJIH 3e/IEHLIM ) MPH3BAHO
OblI0 3alUUTHTE pebenka oT
GoaesHeil, cysiuao emy ao4-
ryio CYACTIHBYIO }KH3HB. B
KOCTIOM 1eBOYKH 06s3aTeb-
HO BXOJHJ1A 106Ka KpacHoro
WIH MadunoBoro usera. Tpa-
IHUHOHHasA 100Ka Oblia 3a-
NaurHoM, ¢ MeJKHMH, 3aJ0-
JKEHHBIMH Yy TI0sICA CKJaJIKa-
MH. OBopaynBanack OHa BOK-
Pyr rpyaM nouTH Ha ypoBHe
npeanyeuni. KO6ka ua koc-
TIOMa, NpPeACTaBJIEHHOTO B
My3€e, CLUHTA H3 TOHKOro
IeJKa C TKAHbIM Y30POM M3

CTHIH30BAHHBIX HEPOrH(pOB
cy (noaroseTue), OKpYKeHHbIX
tHrypaMu JeTyunx Mblie.
Kopeiickoe cioso nxénbor,
oGo3Havaloulee JeTy4yio
MbIllb, BKJIIOYAET Heporaud,
CO3BY4YHBIH Heporaudy nox —
“cuactee”, mostomy H3oGpa-
HKEHHA JeTYUHX MBI
BCErla BOCNPHHHMAJHCH KaK
noxeJsanue cyacthi. M3 naru
6J1ar, accolUHHpPOBABIIMXCS B
HAPOAHOM CO3HAHHH C MOHSA -
THEM cyacTba — GoraTcTeo,
3HAaTHOCTb, 3JI0POBLE, J0Jr0-
JleTHe, MHOTOYHCAEHHOE 110~
TOMCTBO, — 00pa3 JeTyden
MbILLIH, OTJAHYaBIIEeHCA NJo-
JOBHTOCTbIO, CBA3BLIBAJICH
npexje Bcero ¢ Gaarom
HMETh MHOTOYHCJIEHHbBIX
ChIHOBEH,

Pl 43

FESTIVE ATTIRE OF
A GIRL

Korea, 1920s.

Silk, cotton.

Jacket: 24x82 cm.

L. of skirt 58 cm.

inv. no. 1182 HB 1/1-2

Traditional Korean dress con-
sisted of wrapover jacket
Jjeogori, its flaps fixed by tie
ribbons, forming some sort of
a bow on the right side of
the chest, loose baggy trou-
sers baji and full skirt chi-
ma. Children's clothes didn't
differ in its cutting from that
of adults, however it had
some peculiar features, typi-
cal to festive attire above all.
Its principal element was
saekdong-jeogori, a jacket
with multicoloured striped
sleeves. Both boys and girls
wore it for their first six to
seven years. Colour layout of
the jacket was based on five-
colour palette, related to an
ancient cosmological concept
adopted from China, where
five colours corresponded to
the four cardinal points and

the centre of the universe.
Blue was for the east, white
for the west, black for the
north, red for the south, and
yellow for the centre. This
bright pattern, where black
was replaced by green, was
expected to protect the child
from diseases and to make
his life long and happy. Girl's
attire invariably comprised a
skirt of red or erimson co-
lour. Traditional skirt was
wraparound, with small
pleats plaited at the chest-
band. It was wrapped around
the body at the chest under
the armpit. The skirt from
the attire, exhibited at the
Museum, is sewn from thin
silk with woven design of

stylised characters su (lon-
gevity) surrounded by figures
of bats. Korean word pyeon-
bok, meaning “bat”, includes
the character assonant with
the character bok (good for-
tune), so the bat motif was
always conceived as a wish
of good fortune. Out of five
blessings associated by folk
belief with good fortune,
namely wealth, gentle hood,
health, longevity, and numer-
ous descendants, the bat,
which is distinguished by fer-
tility, symbolized the blessing
of having many sons.
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TOJIOBHOHM YBOP
KYJUJIE.

Kopes. Koneu XIX — nayano XX .

w.e’,ﬂf. auluaKda, Rﬂmﬂpb.
B. 20,5 cu.
Hus. 1181 HB 1/3

K 0o ¢cm w a

c 0 5!t ume

OmHHM H3 BHOB TPalHLLHOH-
HOTO JIETCKOTO roJIOBHOTO
y6opa Kopeiiues Gwbisia 1ia-
nouka Kyase B gopme Kamo-
pa, COCTaBJEHHOIO H3 LIHPO-
KHX ABYXCJIOHHBIX JIEHT.
Manbumuku u JEBOYKH B BO3-
pacte 10 4—95 net Morau
HOCHTb ee B J1060i ce3oH.
B neruem papuante oGpaay-
IOUIHE ATO4YKY JIEHTBI Bbl-
MOJIHAJHCL H3 noJynpo3pay-
HOTO PEAKOTO TJIEeTeHHS
LIeJIKa ca M pacrnogiarajnch
06LIYHO Ha GOJBLILIOM paceTo-
SIHHH ApYr oT apyra. las
3UMHHX KYJJI€ NPHMEHSIH
MJIOTHBIA LIENK MaH, Hepel-
KO YTEIUISIi X ellle CJIoeM
Bathl. borato nekopuposan-
HbIE BBILMBKO#, LHEJIKOBLIMH
KUCTAMH, KyCOYKaAMH AHTaps
KyJUle 4acTo HaleBas Mmalbl-

1AM Ha MepByio ronoBILHHY
CO JIHA HX POXKIEHHHA, KOTO-
PYIO TOPKECTBEHHO OTMeYa/iu
B KaK/1OM JloMe, CO3bIBast
MHOTOYHCJIEHHBIX TOCTEH H
nposoas o6psAx NpeicKazanns
cyns6nl pebGenka. Ilna orgen-
KH Wanoyex, npeaHasHaqyeH-
HBIX /151 9TOr0 BOJAblIOro ce-
MeHHOTO Mpas3nHHKa, Beeraa
HCMOJb30BaAH H300pasnTeb-
Hbl@ MOTHBBI, HMEIOLLIHE APKO
BhIpaeHHblil Gaaronoxena-
Tenbhblil xapakrep. [lanouky
H3 My3eiiHoro cobpaHHs yK-
PamaioT UBEThbl MHOHA H J0O-
TOCd, CUMBOJIH3HPYIOLIHE 60-
raTCcTBO, NPOLBETAHHE, MHD H
corjacke, napol Gadouex,

NTHIL = OJIMLETBOPeHHe cua-
CTAHBOrO GpPavyHOro cok3a.
Briiiouensl B KOMIO3MUMIO H
nonyasipusie 8 Kopee “ne-
CATL GecCMepTHBIX: COJHILLE,
CKaJjia, Bona, o61aKka, cocHa,
OamOyK, nyarouxo (Tpasa
BEYHOH MOJIONOCTH), BOAsHAasA
4epenaxa, x)ypasJ/ib, 0JieHb.
3abaBHble, KaK HA JETCKOM
PHCYHKE, THrpbl NATHHCTOH
OKpackH, GoJiblie noxoasuine
Ha KOTOB, NPH3BaHbl HIPaTh
POJib KHBOTHLIX-0XPAHHTE-
neil. BolunBanuem B ctapoil
Kopee sanumanuch »enuu-
Hbl. [Tpu noutH aaTBopHHuec-
KoM o0pase KH3HH HeMaunas
4acTh HX BpeMeHH OGbija fo-
CBAULEHA H3TOTOBJEHHIO
OeH bl 118 YJEeHOB CeMbH H
npoxoiauna B obliectee
“cemu apy3eli KeHUHHBI":
JIHHEHKH, YTIOXKKA, HOMHHLL,
HAaNepPCTKa, KaTyLUKH, HrOJKH
H HHTKH.

Pl. 44

GULLE HEADGEAR

Korea.
Late 19th — early 20th centuries.

Silk, embroidery, amber.
H. 20,5 cm.
Inv. no. 1181 HB1/3

Gulle cap in the form of the
hood arranged from broad
two-ply bands was a kind of
traditional headdress of Kore-
an children. Boys and girls
up to the age of 4 or 5 could
wear it regardless of season.
The bands of the summer
modification of gulle were
made of transparent open-
work with silk, called sa; as
a rule, they were set wide
apart. To make a winter
gulle, opaque silk dan, not
inirequently paded to keep
warmth, was employed.
Gulle, richly decorated with

embroidery, silk tassels, and
pieces of amber, was often
put on a child on his first
birthday, which was ceremo-
nially celebrated by every
family, with a large assembly
of guests and ritual foretell-
ing of child's fortune. To
decorate the hoods reserved
for this great occasion, orna-
mental motifs of distinctly
auspicious nature were al-
ways employed. Gulle from
the Museum’s collection is
adorned with peony and lotus
flowers symbalizing wealth,
prosperity, peace, and har-
mony, together with the cou-
ples of butterilies and birds,
representing blessed mar-

riage. Images of the sun,
rock, water, clouds, pine,
bamboo, bullocho (plant of
eternal youth), turtle, crane,
and deer, collectively known
as the “ten longevity sym-
bols™ popular in Korea, are
also included into the pat-
tern. Spotty tigers, funny as
if drawn by a child, and even
more cat-like, perform the
function of guardian animals.
Embroidery was women's
business in old Korea. In the
recluse life of a Korean wom-
an a considerable amount of
time was dedicated to mak-
ing dress for the members of
her family and spent in the
company of the “seven
friends of a woman”, that are
ruler, iron, scissors, thimble,
spool, needle, and thread.

108






Ha. 45

YKPALIEHHUE
CAMIDKAK HOPHT2

Kopes. XIX 8.

Wlear, neghpum, xopaaa, peasvia,
Ha. 36,5 cu.
Hra. N2 | 1688 1

K 0 cm 1o M

c o st ume

YKpalenne Hopues KeHuiH-
Hbl MIPHKPENAAJH K 3aBA3IKAM
HJIH TTOSICY HATLICUHON 0/1eXK-
Abl aubo K noacy wbk4. Ho-
PHr'3 MOMET COCTOSITh M3 0/-
HOH MJIH HECKOJIBKHX MNojiBe-
COK, BBIMOJIHEHHBIX H3 pa3-
JIHYHBIX MATEPHAJIOB H MPH-
COEAHHEHHBIX K LIE/JTKOBbIM
WIHYpaM ¢ JeKOpaTHBHBIMH
y3namH. 3aBepllaeTcs OHO
Pa3HOUBETHLIMH IEJKOBLIMH
kuctamu. [lepsonauansuo
3HATHBIE JaMbl HAAEBAJH €ro,
o6J1a4asch B napaiHbiii Koc-
TIOM. 3aTeM OHH CTajH Ho-
CHTb GoJiee CKpOMHBIE noj-
BECKH B MOBCEIHEBHOH KH3-
uu. [loaanee wopurs nonoa-
HHJIO0 OJ€3KIY H NPOCTOJMIONN -
HOK, 00BIMHO HCNOJIh30BAB-
LWIHX YKpalleHHe B Ce30HHbLIe

MPasiHHKH WIH B JIHH TOpXKe-
CTBEHHBIX ceMeHHBbIX CoOhl-
THit. JKeHLIHHE HaleBaJu ToO
HIH HHOE HOPHI'S B 3aBHCH-
MOCTH OT COLHAJBLHOTO MOJ0-
MeHus, caydas, cesona. He-
pPHTOBLIM NMOABECKAM OT/a-
BaJIH NPEANOYTEHHE JeTOM,
AHTAPHBIM, CEPIOJHKOBBIM —
B BeCeHHEe-OCeHHHH nepuoa.
HanGonee nonyasipibimMu
Obin camdacak wopues (¢
TpeMs MNoJBeCKaMH), CHMBO-
JIH3HPOBABILIHE TPHALY —
He6o, 3emns, Yenosek. Tpa-
JHUHOHHAS Ofled1a Kopefiles
JIHLIEHA KapMaHOB, H HOPHTS
NaBaJ0 BO3MOMHOCTh KeH-
LiHHE HMeTb npu cebe Heol-
XO/IHMbIE MeJiKHe Beld. B
CAMUKAK HOPHI3 H3 KOJLIEK-
UHH My3es BXOAAT a)kypHas
KOpoOo4Ka juns 61aroBOHHE
XAHean, nojBecka naMvada-

pu ¢ IBYMSl NAN0YKAMH-YX0-
HHCTKAMH H MaJeHbKHIH KHH-
Kan yando. KopoGouky ans
Ga1aroBoOHKI yKpawaeT KoMm-
NO3HLHS H3 JHCTLEB Oamby-
Ka, UBETOB CJHBbI H BETOYEK
COCHHI, OJ'IHLI.ETBOPRBLUQH B
AANLHEBOCTOUHOH KyJAbLTYPHOI
TPaAHLUKKH CTORKOCTL nepej
KH3HEHHLIMH HEB3TOMaMH.
[MoaBecka nanwbapapu no-
XOIHJIA HA CXeMaTHYHO ne-
pefaHnyio GHUTrypKy ueso-
BeKa, Ha3BaHWe Xe ee Ha-
NoMHHa0 06 OJHOM H3
BHI0B paGoT, KOTOpPbIM 3a-
HHManHCh B cTapoil Kopee
MHOTHE KeHlLlMHbl — paboTe
HAa Kpynopyuike (naxsa).
KHHXaJBUHKH 4aHI0, HHOTLA
NpHMEHABLIHECs LIS CAMO-
0GOPOHBI, HOCHJIH H MYMKUH-
Hbl, H KeHIHHbl, B cocra-
BE HODHIS OHHW CTAJH BOC-
NPHHHMATbCA KaK CHMBOJ
HEHCKOH YHCTOTHI H BEPHO-
CTH, BBIMOJHAIH TaKKe
dyukuuio obepera,

PL 45

ORNAMENT
SAMIJAK NORIGAE

Korea. 19th century.

Silk, nephrite, coral, carving.
L. 36,5 cm.
Inv. no. 11688 1

Women wore an ornament
known as norigae fixing it
either to the jacket tie or to
the skirt band. Norigae con-
sists of one or several pen-
dants made of different ma-
terials and attached to silk
braids with decorative knots.
At the end it has silk tassels
of different colours. Origi-
nally it was worn by noble
ladies, when they put on
ceremonial garments. Sub-
sequently they started wear-
ing more simple pendants in
everyday life. At a later date
norigae was also added to
the dress of the commoners,
who usually made use of it
at season festivals or at the
days of family celebrations.
A woman would wear one or
another norigae depending
on her social status, occa-

sion or season. Jade pen-
dants were preferred in sum-
mer, while in spring or au-
tumn amber and cornelian
ones took their place. The
most popular ornaments
were samjak norigae, which
had three pendants symbol-
izing the triad of Heavens,
Earth and Man. Traditional
Korean clothing had no
pockets, so norigae allowed
a woman to carry some ne-
cessities on her. Samjak
norigae from the Museum's
collection consists of open-
work perfume case hyang-
gap, bangadari pendant
with two ear-cleaning sticks,

and small dagger jangdo.
Perfume case is decorated
with the pattern of bamboo
leaves, plum flowers, and
pine twigs, symbolizing in
the Far East the endurance
against mundane misfor-
tunes. Bangadari pendant
resembles a human figure
portrayed in semiabstract
manner, while its designa-
tion reminds of one of the
traditional occupations of
women in old Korea, a work
on pearling mill (banga).
Jangdo daggers, sometimes
used in seli-defence, were
worn by men and women
alike. In norigae they were
treated as a symbol of wom-
an’s chastity and fidelity,
also serving as protection.
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Wa. 46
KAWH TTAHIDKAHT
TKaHL 415 100KH,

Hunouesusn, o. flsa, r. Jlasem.
1970-¢ rr.

Xaonok, 6amux.
104x189 cm.
Hne. Nt 7315 11/1

K 0 ¢ m w0 M

c 0o st ume

Tponuueckuit knumat Kro-
BocTounoi Azum ¢ o6xuraio-
UM COJIHIIEM H JIHBHEBbIMH
JOMIAAMH ONpPejlesing Xapak-
Tep HAlHOHAJIBHOIO KOCTIOMa
naporoB Munonesun. Ero oc-
HOBY COCTaBJIsieT NoscHas
onexa. ITpexae seero 310
KauH naxoxcaxe (AaMHHAR
oflexaa) — NpAMOYroJibHoe
NoJoTHHILE, KoTopoe obopa-
UHBAIOT BOKpyr Oeaep, W ca-
poHe — cumuTas TpyGoi
100Kka. KeHcknil BapuaHT Ko-
CTIOMa J0N0JHsAeTCH KodTou-
Koit # wapdom. Kaun u ca-
POHT HOCAT H MYMUHHBI, H
JKEHLLHHBL, NPH 3TOM KaWH
NaHUKaHr cyuraerces Goaee
TOPKECTBEHHOH, ofHILHANL-
HO#H opexaoi. XaonyaToly-
MaKHbI€ W LIEJKOBble TKAaHH
YKpawaioTr pasHoobpasHble
Y30Pbl, BHITOJHEHHBIE B TeX-

HHKe GaTHKa, TO eCTh BOCKO-
BOH pe3epBaiHH. JTOT CJ0K-
HbIl Mpouece 3akiloyaercs B
NO3TANHOM HAHECEHHH 10
PHCYHKY BOCKa Ha TKaHb H
NocJe/lyiolemM oKpallHBaHHu.
Hunonesuitckne MacTepHilbl
JOCTHTJIH B 3TOM HCKyCCTBE
BLICOYAiilIero coBeplleHCTRA.
OcBoenne GaTHKOBaHHs BXO-
IHJA0 B TPAJHLHOHHYIO CHCTE-
My Bocnutanus. [las apauHc-
KHX GJ1aropoHBIX aM 3To
YyTOHYEHHOE 3aHsTHe (ero 06-
pasHo HasblBadH “pPHCOBAHH-
eM y3opos Ha cepaue”) urpa-
JIO TY XK€ pOJib, YTO M BBILIH-
BaHHE JUIA eBPONEHCKHX KEeH-
LILHH aPUCTOKPATHYECKOTO
Kpyra. batukosbix ysopos
HACYMTLIBAETCH HECKOJLKO

Thica4. HexkoTopble uz Hux
paHblle BXOAHJH B KaTero-
puio “zanpeTHuix”, NpeaHas-
Ha4yeHHbIX TOJLKO ISl CyJTa-
HOB 1 Beicliel 3HaTH. Cum-
BOJHKA GOJILIUIMHCTEA OpHAa-
MEHTOB HOCHT GJaronoxena-
TeJLHBI XapakTep, K npume-
py: cudomykmu — “Geaben-
Has MHU3HL", 2PUHCUHE —
“OoJieann npous”, cemex (oT
ciaoBa cemu — “6GyToH”) —
npouperarne. Bosbinoe mec-
TO B Jlekope GATHKOB 3aHH-
MaeT MOpCKas TeMaTHKa,
Tak, na myseitnom HatHke
HeOoJblIHe KOpaOJHKH, Me-
Ay3bl, KpaObl, oMapskl, Kpe-
BETKH NMOMEILEHbI CPeH
KPYMHbIX 38BHTKOB BOAOpPOC-
nefi. PakooGpasHbie, MeHAK-
llLHE CBOH MaHUUPb, CUHTAIOT-
CA MOMKeNaHHEM J0JTONeTHS,
Psaom ¢ uumu durypku Gyii-
BOJIOB H JIbBOB — XHBOTHbIX,
CBA3AHHBIX ¢ Hiesimu Gorar-
cTBa, Gaaropoasoi xpabpoc-
TH H MOTYILECTBA.

Pl 46

SKIRT CLOTH
KAIN PANJANG

Indonesia, Java, Lasem. 1970s.

Cotton, batik.
104x189 cm.
Inv. no. 7315 11/1

Tropical climate of South-
east Asia with its scorching
sun and heavy rains defined
the national dress of Indone-
sian people. Basically, it de-
veloped from loincloth to be-
come kain panjang (literally
meaning “long cloth”), a
single piece ol cloth, which
is wrapped around the waist,
and then sarong, a sewn tu-
bular cloth. Women add
blouse and scarf to this
dress. Men and women alike
wear Rain and sarong, while
kain panjang is considered
to be a more ceremonial,
formal type of dress. Cotton
and silk textiles are decorat-
ed with various designs
made in batik technique.
This complex process con-
sists of gradual application

of wax to fabric leaving out
the design and subsequent
dyeing. Indonesian female
masters refined their skill to
perfection. Mastering of ba-
tik was included in tradition-
al upbringing. This sophisti-
cated trade figuratively
called “drawing the designs
on heart” performed the
same function for Javanese
ladies as embroidery for Eu-
ropean women of rank and
fashion. Batik designs
amount to several thou-
sands. Some of them were
classified as “forbidden” ear-
lier, being reserved for sul-
tans and aristocracy only. A
great body of designs are of
auspicious nature; such are,

for instance, sidomukti, or
“prosperous life”, grinsing,
or “disease away”, semen
(from semi, “a bud™), or
prosperity. Sea themes are
also prominent in batik dec-
orations. Thus, the Muse-
um’s batik exhibits small
ships, jelly-fishes, crabs,
lobsters, and prawns ar-
ranged amidst large twiddles
of algae. Shellfish, changing
their testa, express a wish of
longevity. The figures of buf-
faloes and lions, the animals
associated with wealth, no-
ble courage, and power, can
be seen nearby.
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MY)KCKOWM KOCTIOM

Hunonesus, wuan Cymatpa.
Cepeanna XX .

[leax, xaonok,
MEMAANUHECKAR HUMDb,
mKasecmeao.

PyGawxa: 81x157 cm.
Ja. wmanoe 118,5 cu.
f06ka: 105x98.5 cm.
Iramox: 87x84 cm.
floac: 32x214 cm.
Hra. Ne 3900 11/1-5

K 0 ¢ m w M

¢c 9 &4 u me

Slpkie npasgHuHHBIE TKAHH
COHEKem CO CBEPKaIoLIHMH
30JI0TBIMH W cepebpaHBIMH
Y30paMH LIHPOKO pacnpoct-
panenbl Ha Cymatpe, rje
MYMCKHE, U KEHCKHE KOCTIO-
Mbl WILIOTCA W3 1IEJKA W
XJ0NKa KPacHbIX, MaJHHO-
BhIX, CHPEHEBLIX H (HoaeTO-
BbIX OTTEHKOB H JIOTIOJHSAIOT -
Cfl YTOUHBIMH OpHAMEHTAMH
H3 MeTa/JIHYecKux Huted. B
MPOLIIOM IS HX H3rOTOBJIE -
HUSl HCMOJBL30BAJH HACTOA -
IHe 30J0Thie W cepeGpsiHble
HHTH, MPHBO3UBLIHECH H3
HMumun, nostoMy TKaAHH UeHH-
JIMCh 110 Becy H OblJH MoKa-
3atesieM GJaroCOCTOAHHA ce-
MbH. HeynuBurensHo, uto Ta-
KHE M3JIeNUs BXOAWJH B HHC-

Jo ceajelHbIX JapoB o CTo-
POHBI XeHHXa, X0TA 06GLIYHO
TKAHH MOJIHOCHJIHCH HOBO-
OpayHbIM ceMbeH HEBeCThl,
[MpocnasieHnbiM LeHTpOM
TKauecTra Apasiercs r. [a-
JsieMOaHT, pacnosioMeHHbll Ha
lore ocrposa. Koctiombl mec-
THOTO HaceJIeHHs, [J1aBHbIM
06pa3oM MyCyJbMaHCKOTO,
OJM3KH TPAAHUHOHHON O/1eHK -
ne flbl. Kenumusl npeano-
YHTAIOT HOCHTL CAPOHT M
cBOGOAHY1I0 6J1y3Yy € IJIHHHBI-
MH pykasamu. Myaxcko# Koc-
TIOM, Hapsay c pyGalKkoil u
OpIOKAMH, BKIIOYAET NPAMYIO
CHINTYIO 106KY-CapoHr, KOTO-
pylo ApanHpyioT Ha Gejipax,
YKPENJIAA LTHHHBIM 10SICOM.
[Tnatok nossiseiBaeTcs Ha
rofioBe B BHIE LIATMOYKH.
VKpawawoline KocTIOM 0p-
HAMEHTAJbHLIE MOTHBBI HO-

CAT B OCHOBHOM Gaarono-
MesaTeabHbI XapakTep.
Beane MoXHO BUAETH MHO-
roJiyueBble 3Be3jibl — OJIHH H3
THIHYHBIX FEOMETPHYECKHX
MOTHBOB, OTHOCHLLHHCS K
rpynne coJspHbIX CHMBO-
jgos. O6pamMasionlas WeHT-
pajsibHoe noJje WOKH KaiMa
COLePMKHT WIECTH/IRNECTKO-
Bble PO3ETKH — 3TO CTHJH-
30BaHHOE H300parKeHHe LiBe-
TOB J0TOCA, ABJAAONLErOCH
CHMBOJIOM MPOLBETAHUA H
Goratcrtea. JlpeBoBuanbie
MOTHBEI MO YIJam NJaaTtka
accouuupywTcs ¢ Jpesom
JKH3IHH, HCTOYHHKOM BCEro
Cyllero Ha 3emJe.

Pl 47

MAN’S DRESS

Indonesia, Southern Sumatra.
Mid-20th century.

Silk, cotton, metallic thread,
weaving.

Shirt: 81x157 cm.

L. of trousers 118,5 cm.
Skirt: 105x98,5 cm.
Kerchief: 87x84 cm.

Girdle: 32x214 cm.

Inv. no. 3900 11/1-5

Bright festive songket tex-
tiles with shining golden and
silver designs are widespread
in Sumatra, where both men
and women garments are
sewn from silk and cotton of
red, crimson, lilaceous, and
purple colours and decorated
with supplementary weft of
metallic thread. In the past
original gold and silver
threads imported from India
were used in their making,
so these textiles were valued
by weight and served as a
mark of family wealth. No
surprise, that such goods
were included in wedding
presents on the part of the

groom, though normally the
family of the bride offered
textiles to the bride-couple.
The city of Palembang, situ-
ated on the southern part of
the island was a renowned
centre of weaving. The
clothes of local populace,
mainly Moslems, are close
to traditional dress of Java.
Women would rather wear
sarong and blouse with long
sleeves. Men’s dress along-
side with shirt and trousers
includes straight sewn sa-
rong-skirt, draped over the
loin by securing it with a
long girdle. Kerchief is put
on the head like a cap. Or-
namental motifs decorating

the garment are mainly of
auspicious nature. Multi-
beam stars, one of the typi-
cal geometric designs relat-
ing to solar symbols, are
visible everywhere. The bor-
der framing the central field
of sarong features sixfoil ro-
settes and stylised lotus
flowers symbolizing prosper-
ity and wealth. Dendriform
motifs in the corners of ker-
chief are associated with the
Tree of Life, an origin of all
on the Earth.
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KHWHKAJIbl KPHUCbI

Hunoneann, o-sa fsa, Baaw, Cymartpa.
XIX—=XX BB,

Memaaa, caonosas kocms,
depeso, koaka, peavla, pocnuce.
M, 45,5; 48,5; 42,7 cu.

Hus. Ne [747 11, 8797 11, 76735 I1.

K 0O £ m 0 M

c 0o 8t ume

Knnzxan xpuc — naunonann-
HOE XOJIOIHOE OPYIKHE MHO-
rux Hapoaos Munoneanu. On
BXOJH/I HENPEMeHHONH HacTbio
B TPaLHLHOHHBIA MyKCKOH
KOCTIOM, H €T0 HOCHJIH Kak
34 CNHHOH, TaK W Ha GOKy,
3aTKHYB 3a nosic. Bapocanii
MyxuHHa 0e3 KpHca CUHTANCH
“ofHaMmeHHBIM", BElb, M0
MECTHLIM BEPOBAHHAM, B
KHHXKaA BCeAsIach ylla ero
Baajsedasua. Kpucam npunu-
ChlIBA/IHCh CBEPXBECTECTBEH-
HblE CBOWCTBA: OH MOT H3ja-
BaTh LIYM, MpeLynpexian Xo-
35iHHa 06 ONacHOCTH, PasHTh
Bpara Ha paccTOAHHH, JIeTaTh
no so3ayxy u t.n. Cakpans-
HOWM 4aCThI0O KpHCa siBAseTcH
KJIHMHOK, B TO BpeMs Kak
HOMKHBEl H PYKOSITb MOTJIH 3a-
MEHATLCA B 3aBHCHMOCTH OT
cTatyca uesiopeka, ero OJia-
rococTosIHUA W BKyca. Kiaumu-

KH HMEIOT JIBe OCHOBHEIE
OpMBE — TIPSMYIO H NJame-
BHAHYIO H CHMBOJIH3HPYIOT
MH(HYECKYI0 3MeI0 Ha2y B
COCTOSIHHH TOKOSI WJIH JIBH -
senna. OHH KOBaNIHCh H3 He-
CKOJIBKHX METAJLTHYECKUX 110~
J10¢, Hacto ¢ jobasieHHem
MeTeOpHTHOro Kesesa. [1pn
3TOM Ha MOBEPXHOCTH KJHHKA
oGpasyioTes cepeOpHeThIe
Y30pLl HAMOP, KOTOPLIM TIPH-
AaeTea 00JblIOE 3HAYeHHE.
Cunraetcs, uto oHH cnocob-
cTByioT nobGeae B 60i0, NpH-
HOCAT GOraTCTBO W MpOLBE-
Tanue. PykosiTh BeIMOJIHSI -
JIHCb H3 30710Ta, cepebpa,
LleHHBLIX MOPOA AepeBa, Koc-
TH, YKpaWaJnuch peanboit,
JPArOLeHHLIMH KAMHSAMH.
Hepeako oHu Bbipesanucs B
BHle QUryp OOKecTB H JIeMO-
HOB, NPH3BAHHEIX OXPaHATH
Baanenbua opysnsa. Homxubl
KPHCOB, KakK MpaBHio, fepe-
BSIHHbIE.

KJIHHKH npeacTaBieHHbiX
kpucos aatupyiores 19 B, Ha
O/IHOM M3 HHX, ¢ octpoBa Cy-
maTpa, BLIKOBAaHa 3Mesl Haea
padica ¢ KOpoHO#H Ha rojo-
Be, PYKOATH BLINOJHEHA H3
C/I0HOBOH KocTH, KiHHOK
KuHkana ¢ baau npusnexaer
BHHMaHHe CBepKalwluM 00-
JaKOBH/HLIM NAMOPOM, a Jie-
PeBSHHON PYKOSITH NpH1aHa
thopma CTHIAH30BAHHOMN rOJIO-
Bbl Hacekomoro. Kannok
ABAHCKOI0 KpHCa NpsiMoi, a
B pe3HOll 1eKop ero pykosiTH
BKJIHOUEHBI MOTHEbHI, CHMBO-
JHAHPYIOLLHE CBALLEHHOTO
opaa lapyny.

P1. 48

KRIS DAGGERS

Indonesia, Java, Bali, Sumatra,
19th—20th centuries.

Metal, ivory, wood, forging,
carving, painting.

L.45,5; 48,5; 42,7 cm,

Inv. nos. 1747 I, 8797 If, 7675 I,

Kris dagger is a national
weapon of many peoples of
Indonesia. It was an indis-
pensable attribute of tradi-
tional men’s dress and was
carried both behind the back
and at one’s side, tucked in
at the waistband. Grown-up
man was considered “naked”
without a kris, for it was
believed that the blade em-
bodied his soul. Krises were
credited with supernatural
abilities, thus they could
emit sound to warn the
owner of danger, hit the en-
emy far away, ily in the air,
and so on, The blade formed

the sacred part of the kris,
while scabbard and hilt
could be replaced depending
on men's position, wealth,
and taste. The blades were
of two main shapes, straight
and flame-like, and symbol-
ized a mythical naga-ser-
pent at rest or in motion,
They were forged from sev-
eral metal strips, most com-
monly with an addition of
meteoric iron. Thereat, sil-
very patterns of pamor
showed through on the sur-
face of the blade, which
were of great importance.
They were considered to
contribute towards victory in
battle, to bring about wealth
and prosperity. The hilts
were made of gold, silver,
finewood or bone, and deco-

rated with carving and gems.

Not infrequently they were

carved in the shape of dei-
ties and demons, summoned
to guard the owner. Scab-
bards were usually wooden.

The blades of presented
krises date back to the 19th
century. One of them, of
Sumatran origin, its hilt
made of ivory, bears an im-
age of nagaraja serpent
with crowned head. The
blade of Balinese dagger at-
tracts attention with its
shining cloud-like pamor,
its wooden hilt is shaped to
a stylised insect head. The
blade of the kris from Java
is straight, with motifs sym-
bolizing Garuda, a mythical
eagle, employed in carving
of its hilt.
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JKEHCKAS
IOBKA CHH
H LLIAP® TTXABbEHT.

Jaoe, r. JlyanrnxaGanr,
1950—=T70-¢ rr.

lear, memarsuneckan nums,
PYMHOE MKAYeCman.

74.5x72 cm. 203x40 cu.

Hua, Ne 5397 II, 4608 It

K o c m w M

c 0o 8§t ume

C npeBHocTH ocHoBHOM jeTa-
NI JIA0CCKOTO MEHCKOTO KO-
cTioMa OblJI0 NOJOTHHLLE TKAa-
HH, KOTOPHIM JIparnupoBajn
HHXKHIOW YacTh Tena. [Tosxe
0HO npuGpeno BHL npaMoil
I00KH CUH C OHHM IIBOM,
KOTOPYK HOCHJIH, jlenas ray-
GoRy0 cknanky ¢ npasoil
cTopoHbl. FOGKa mounepskiu-
Ballach Ha TajJHM QUIHrpaH-
HBIM, HEPEJKO cepebpsHbim
noscom. Ipyab 3akpsiBanu
wapgom, KoHell KOToporo
NEePeKHILIBANICH Uepes Jepoe
nieqo. [Mpasgununbie w06k
H3roTABJIHBAJH U3 WEJKOBhIX
C Pa3HOUBETHHLIMH Y30paMu
TKaHEeH, HepPeIKo 3aTKaHHbIX
30JI0TEIMH W cepeGpsiHLIMH
METAMIHYECKHMH HHTAMH. K
nofoJy 06KH NpHLIKBaiaCh
LWIMPOKAsl KaiiMa, noJyunBiias
cBoeoGpasHoe HasBaHHe

MUKCUH — “HOTH 106KK",
Hmenno sta getann u wapd
JNeKOpHPOBaaHChL Haubosee
nbiHo. Kaiimy 106k1 n3 my-
3e[HON KOJIEKLHH CNJOLLE
NOKPLIBAIOT Y30Phl, CPElH KO-
TOPLIX BBUIEAAIOTCH MOTHBbI
Gabouek (kabwa). OGpas
HACEKOMOro, npetepnesaio-
ILero psjL npeppalieHuil,
CBA3BLIBAJICH ¢ HACeH LIMKIAHY-
HOCTH H BE€YHLIM OOHOBJIEHH -
em Beenennoit, poxkaan ac-
COUHALMHH 0 GBICTPOTEUHOCTH
H NpexofslleM Xapakrepe
Beitus. IMo npeacrasaennsm
Jla0, FH3HEHHLIE JyXH YeJo-
BEKa KXYaHbl MOTYT MOKH-
laTth ero TeJo W npespa-
atbes B 6aboyek, a kpa-
COYHBIE CHBI JIIOAEH ecTh He
YTO WHOE, KAK CTPAHCTBHS HX

KxyanoB. Mexay 6aboukamu
MOMEILEH Y30p KXAHHEEH
(cepebpanas yawa) B BHae
KyOKkooOpasHoro cocyna
KXQH, KOTOPBIH HCMOAbL3YeTCs
Ad151 TOIHOLIEHHS IapOB BO
BpeMsl MPa3IHHYHBIX LLEPeMO-
nuit. B 6ymaname yawa soc-
NMPHHHMAETCH KaK CHMBOJ
HAMOJHEHHOCTH COKPOBEHHBI-
MH 3uanusiMu. He menee
3HAYHMBIM FABJAETCS OpHA-
MeHT Kxumdok Kame (ysop
KJII044 ), KOTOPLIM yKparen
wapg nxadverne. Ou oGpaso-
BaH W3 NepenieTaioinxcs
cBacTHK, T- u I'-06pasnbix
S/EMEHTOB, HATTOMHHAIOLLAX
turypusie kioun. 3tor mo-
THB OTHOCHTCH K YHCJY Hau-
Gosiee apxanuHbIX OpHaMeH-
TallbHBIX (DOPM M CBA3AH C
CeMaHTHKON “rpoMoBbix”
Y30pOB, KOTOPbI€ HAHOCHIHCH
Ha MpeaMeThl ¢ ueabio obec-
NeYeHHA MJA0LOPOHS H NPO-
LBETAHHS.

Pl 49

SIN SKIRT AND
PHABIENG SCARF
Laos, Luang Phabang. 1950—70s.

Silk, metallic thread, hand weaving.
74,5x72 em. 203x40 cm.
Inv. nos. 5397 11, 4608 If

Since early times the main
article of Lao women'’s dress
was a wide strip of cloth,
used to drape the lower part
of the body. Later it as-
sumed the shape of straight
single-seam sin skirt worn
by tucking it in on the right
side. It was held on the
waist with filigree, often sil-
ver belt. The chest was coy-
ered with the scarf, its end
slung over the left shoulder.
Festive skirts were made of
silk with variegated design,
not infrequently interweaved
with gold and silver metallic
thread. A broad hem pecu-
liarly designated tin sin, or
“the legs of the skirt”, was
sewn to the lap. This ele-

ment alongside with the
scarf was decorated most
richly. The hem of the skirt
shown here is covered
throughout with designs,
among which butterfly mo-
tifs (kabia) stand out. This
insect, undergoing several
transformations through its
life, was associated with cy-
clic recurrence and perpetual
renewal of the Universe,
called to mind the thoughts
of caducity and transience of
Existence. In Lao beliefs,
khouan, or vital spirits of
men, can leave the body and
turn to butterflies, while
dreams are nothing but
wanderings of khouans.
Khan ngen (silver bowl) de-
sign in the form of beaker-
like kRhan bowl used for of-
ferings at ritual ceremonies
is placed in-between the

butterflies. In Buddhism the
bowl is considered a symbol
of repletion with intricate
knowledge. Khit dok kateh
(key pattern) design deco-
rating the phabieng scarf is
of no less importance. It is
formed by entwined swasti-
kas and T- and P-like ele-
ments resembling figurate
keys. This motif belongs to
the most archaic decorative
forms and is connected with
significs of “thunder” design
applied to secure fertility
and prosperity.
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AMYJIETBI

Jlaoe, Tannana XIX — wavano XX 8.

Memaaa, cepefipo, Kocms,
Aumse, peavha, 2pagupoaKa.
B.3,3;4.1; 5cu.

M. ¢ yenoro 43,5 cu.

Hua. N0 9024 11, 9021 11,
9022 11, 9299 11

K 0 ¢c m wo M

¢c o 8§ ! ume

Onnum u3 aTpuGyTOBR TpajgM-
LUHOHHOIO KOCTIOMa HapPOA0B
Jlaoca u Taunanna seasiores
amyJsieThl, KOTOpbIE HOCAT Ha
LernovKke Ha rpyiH, aubo npu-
KPErJieHHbIMH K nosicy, au6o
B TKaHOiH CyMKe, MepeKHibiBa-
eMoil uepes niedo. CHALHBIMH
OXPaHHTEJbHBIMH CBOHCTBAMH,
Mo MECTHLIM BepoBaHHAM, 06-
JIalaloT MHHHATIOPHBIE (QUTyp-
KH, H3oOpaxaioune Byaty u
€ro y4eHukos. Mertananuec-
KHE amyJeThl CO3Aal0TCs Halie
BCero cnocoboM JHThS, H A5
HHX XapakTepHbl 0600LLeH-
HOCTb H CTHJH3OBAHHOCTh
thopm. BmecTte ¢ TeMm B Hux
NOBOJILHO YETKO BISIBJEHbI
HKOHOrpadHyeckne 0coGeHHo-

CTH, MPHCYLIHE TOMY HJIH
HHOMY Oypauiickomy oGpasy.
OJIHH H3 MY3eHHBIX aMyJ1eTOB
usobparkaer croauero Byumy
CO CKPeULEeHHLIMH Ha rpyiH
pyKamMH — 3T0 nosza “BTOpoil
Henean” cammamxana (ce-
MHHeje/bHOH MeauTaunn Bya-
ael nocae [lpocsetnenus),
KOT/la OH CTOAJ HANPOTHB Jie-
pesa Bojxu u, He Muras,
cMmoTpen na Hero. dpyrof
amyJieT npeicrasasier Bymty
“lecroil Hemean mepuTalHn”,
VKPBITOT0 KaMIOIOHOM CEMH-
[J1aBOro 3Mesn-Hara, KoTopbiii
cnac Yuureas Bo Bpems
wropma. [Monyasipusl B Jlaoce
oGepern B BHae yyenuka Bys-
abl TIxakatas (Maxakauuaiia-
Hbl) — TYHHOTO 4eJ0BeuKa,
CHAALLErO CO CJ0KEHHLIMH Ha
HHUBOTE pykamu. Camble paH-
HHE ero H300paXKeHHs, MOHC-

KOTO MPOUCXOMIEHHS, TaTHPY -
wrest 6—7 Be. [To nerenje,
uT0Obl H36emMaTh KeHCKHX
yap, IIxakartail Hayan muoro
€CTb, pacTojcTesn, H BHe-
WHOCTHL ero crana Gesobpas-
HOW. BuyTps durypku 19 8.
BJIOZKEH METa/NIHYeCKHH 1a-
PHK, UTO SIKOOBI TpejoxpansieT
BJajieqbla amy/aeta oT Hecya-
CTHH H OPHECTPEJNLHOTO Opy-
wua. B cepedpansiii dyrasp ¢
JJIHHHOH LeNblo 3aK/MI04eH
TalCKHI amyseT ¢ Bblpe3aH-
HbIM M3 KOCTH OY/UIHHCKHM
nepconamen. ITo pagy npu-
3HAKOB €ro MOXKHO HAEHTH(H-
uHposate ¢ Bymwoit: Bosocs B
34BHTKAX, MOHALLECKHH naarl,
ECT PYKH, 03HAYal0LLui
“BH1arocOBEHHE HA MOCTPH-
Henne B MoHaxu”. Oxnako
OTCYTCTBHE YUIHUML YKA3bI-
BaeT JHOO HA HEOMLITHOCTh
MmacTepa, JHO0 Ha TO, 4TO
n300paxen 3/1ech, BO3IMOKHO,
OJIHH M3 H3BECTHBIX HACTOATE-
Jel OyIIHACKOro MOHACTHIPS.

Pl 50

AMULETS

Laos, Thailand,
19th — early 20th century.

Metal, silver, bone, casting,
carving, engraving.
H.3.3:4,1; 5 cm.

L. with the chain 43,5 em.
Inv. nos. 9024 11, 9021 1,
9022 11, 9299 it

The amulets are an impor-
tant component of tradition-
al dress of the peoples of
Laos and Thailand. They are
worn either on a chain
across the chest, or attached
to a girdle, or in a bag,
slung over the shoulder. Ac-
cording to local beliefs, de-
pictions of the Buddha and
his disciples possess great
protective power. Metallic
amulets are mostly cast,
their shape generalised and
stylised. Still they retain
certain iconographic at-
tributes typical to one or an-
other Buddhist character.
One of the amulets from the
Museum’s collection depicts
standing Buddha with his
arms crossed on the chest.
This is the second of sat-

tathana attitudes (seven po-
sitions of Buddha’s medita-
tion after the Enlighten-
ment, each maintained for
seven days), when the Exalt-
ed One stood facing the Bo-
dhi tree and outstared it.
Hence it is called animisa,
or “not blinking”. Another
amulet shows the Buddha
sitting under the hood of
seven-headed naga serpent,
who protected him from the
storm. This is the sixth of
sattathana. Periapts depict-
ing a fat man sitting with
his hands supporting his
bulging belly are also popu-
lar. He is known as Pha
(Phra) Kachai in Laos, Thai-
land, and in the Shan states
of Myanmar and is identified
with Kaccayana, one of the
Buddha's disciples. The local
story goes that to evade
women's charms Pha Kachai
started to overeat, grew fat

and became ugly in his
looks. It should be noted
that such images are of an-
cient origin — the earliest
specimens dating back to
the 6th-7th centuries — and
were borrowed from the
Mons. A metallic ball is en-
closed into the figurine to
protect the owner from di-
saster and firearms. Silver
case with a long chain con-
tains Thai amulet with some
Buddhist character carved
from bone. Certain features,
such as curly hair, monastic
robe, and the gesture of “or-
daining the disciple”, make
possible to identify him as
the Buddha. However, the
absence of ushnisha sug-
gests either that craftsman
lacked experience or that the
amulet depicts one of the fa-
mous Buddhist abbots.
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KOPOBOYKH 1J15
BETEJISI

Kambomwsa, Jaoc. XX B,

CepeGpo, wexanka, Puiupans.
B.5,3;9.3:34; 7 cu.

Hus. Ne 9293 11, 6662 Ii,

7961 11, 9291 1

K 0 ¢ m w M

¢ 0 st ume

Tpaguuns mepanus Tonusnpy-
ouei GetenbHoii cMecn pac-
MPOCTPAHEHA BO BCeX CTpaHax
HOro-Bocrounoit Asuu. Camoe
panHee, Mo-BUAHMOMY, Yo-
MHHaHHe 0 Gerede Gbljao 3a-
HKCHpOBaHO B nasuiickom
Tekcre “MaxaBamca”™ (5 B.).
B cocrap Getesnbhoii cMech
BXOJUT HECKOJILKO KOMMOHEH-
TOB: rallleHast M3BeCThb, Kycou-
KH Op€xa apekoBOH MajbMbl
(Areca catehu), auct 6etenn-
Ho# auansl (Piper betle) u no
BKyCy crneuun — tabak, reos-
AMKa, Nnepell, KapaaMmoH u Jp.
Betenb Henpemenno pmioua-
eTCsl B LePeMOHHAJILHBIE NOJL-
HolleHusi Goram W ayxam, aa-
putcsi MoHaxam. On npucyr-
CTBYET NPaKTHYECKH BO BCex
CBETCKHX PHTYyaJax, ABAfeTcs
HE3AMEHHMBIM 3HAKOM roc-
TENPHHMCTBA, @ WKAaTYJKH

Ajs GeTenst cayxat nogapka-
MH Ha BCE CJYYaH MH3HH,
COCTABAAIOT 4aCTh MPHAAHOTO
H Hachencrsa. Kpome Toro,
HaGopol ana GeTens ykasbipa-
10T HA COLHANLHOE H HMYILe-
CTBEHHOE TMOJ0KEHHe HX BJa-
Aeqbua. OHu MOryT GbITh Bbi-
NOJIHEHBl H3 30J10Ta, cepeb-
pa, yKpallueHbl YepHbio, IMa-
JIBIO, JIPAroieHHbIMH KaMHs -
MH. MalleHbKHe LIKaTYIKH
npeiHasHavYeHbl /15l crewui,
Meld HIH apoMaTHYeCKoro
BOCK&, KOTOPLIM CMArYaT
ryobl, 6osiblIHEe — 115 JHC-
TheB GeTens, opexos. M3-
BECTh XpaHAT B ocobbIX cocy-
J1aX, KOTOpbie 0OLIUHO HOCHT
MPHKPEIVIEHHLIMH K T0sCY
HiH wapdy. Paubie uapects
NpeanoYHTaNH HCNOML30BATh
COOCTBEHHOrO NMPHTOTOBJE -
HHS, HOO CYHTANOCH, YTO Ye-
JIOBEKA JIerye BCEro OTPABHTD,
J0GABHB A1 HMEHHO B 3TOT
KOMIMOHEHT GeTeNbHOM CMeCH.

s KamGowku xapaktepho
H3rOTOBJNEHHE (QHIYPHBIX
WKaTYJ0K 1aa Getens, Tak
KaK OBbLIO MPHHATO 1apHTh
KopoGo4ky B dopMme Toro
HMHUBOTHOTO, 10]1 3HAKOM KO-
TOPOTO MOABUJCSH Ha CBeT
noJydareb papa. Ionyasp-
Hbl TAKMe WKATYJIKH, H3006-
paxkawolse TPONHYECKHe
naofsl. [Topepxtocts npen-
CTABJEHHbIX CepeOpsiHbIX H3-
JleNuil B BHAE THIKBBHI, OJIEHS
H PBIOKH YKpalleHa 4eKaH-
HBIMH y30paMH, HMHTHPYIO-
ULHMH KOXKYPY MJA0Ja, Yelyio
H LEPCTL 3BEpeH, H A0MoJ-
HEHA MOTHBAMH LBETOYHO-
JIHCTBEHHOTO XapakTepa.

PL 51

BETEL BOXES

Cambodia, Laos. 20th century.

Silver, chasing, filigree.
f.5.3;9.3; 3,4; 7 cm.
Inv. nos. 9293 {I, 6662 I,
7961 11,9291 It

The custom of chewing betel
quid was popular in every
country of Southeast Asia.
The earliest mention of betel
is probably made in “Maha-
vamsa”, a Sinhalese chroni-
cle in Pali dating from the
5th century. Betel mixture
comprised several compo-
nents, namely slack lime,
pieces of areca nut (Areca
catehu), leaves of betel liana
(Piper betle), and spices,
such as tobacco, clove, pep-
per, cardamom, etc., ad
gustum. Betel is an essen-
tial article of ceremonial of-
ferings to deities and spirits,
and to Buddhist monks as
well. It is employed almost
in every social ritual and
serves a common token of
hospitality. Betel boxes make
ideal giits for any special
occasion, and thus are in-

cluded in dowry and heri-
tage. Besides, betel set is
an important indication of
social status and wealth of
its owner. These sets can be
made of gold or silver, deco-
rated with niello, enamel-
work, and precious stones.
Small boxes contain spices,
honey or fragrant wax used
to soothe the lips, while the
large ones are for betel
leaves and nuts. The lime is
stored in special vessels,
usually carried attached to
girdle or scarf. In former
times the use of self-made
lime was preferred, as it was
considered that the easiest
way to poison a man was to
pour venom in this very
component of betel mixture.

Figurate articles are typical
for Cambodia, as there was
a custom of presenting ani-
mal-shaped betel boxes. The
planet, under which the pre-
sentee was born and whose
vehicle (vahana) this animal
was, dictated the choice of
animal. The boxes shaped
like tropical fruits were also
popular. The surface of silver
boxes in the form of pump-
kin, deer, and fish, shown
here, is covered with chased
design imitating vegetable
peel, scale, and animal hair,
with additional floral motifs.
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“Apama ecmo npedcmasgaenue
cocmoanui mpex Mmupos. B
Hel ynosmunawomes doae, 0xo-
ma, dexHveu, Mup, cmex, Gopo-
6a, awboss, ybudcmeo. OHa
yuum doaey mex, Kmo npe-
neOpeecaem um, awbsu mex,
KMo cmpeMumca K Hell, owi-
waem mex, KMo Héesocnumaw
U HenoKopew, Yyxpenagem
cdeprmanHocme &8 OaaeoHpas-
HOM, powdaem MYymecmao &
mpyce, axepeuio 8 cepoe, nNpo-
ceeujaem Hepasymuux, daem
smydpocmos  yuenuky... OHa
maxkme daem obaezuenue He-
CHACIMHBIM, U(iUJ(’Ba(’MNM
CKOPOLIO, UAU NeHaibio, ual
mpydosm, u Oydem cnocob-
cmaogams cobawdenuto doa-

2a, a makme caase, doaeou
WMuIHU, pasymy u soobue
dobpy, a makxe Gydem npo-
caewjames #apod. Hem maxozo
Mydpoeo  aupamenus, Hem
noy4eHun, Hem pemecia uau
uckyccmaa, npuema uau dei-
cmeun, komopoeo He oo Ou
& dpame”. Tak cosopumcsa &
OOHOM U3 dpesHedwux mpax-
mamog o0 MeampaibHOM UC-
Kycemeae Bocmoka — uHduiic-
ko “Hameawacmpe”, komo-
Py cyumaau “namod Be-
doil”, cobpaswen 8 cefe doc-
MOUHCMEBA Yembpex KaHoHu-
Heckux cOOpHUKOE uROYUIMA.
¥uce 8 cepedune | mocavene-
mua meampaavHoe nped-
cmasaenue  NOAYHuAo  He
moasko nodpobroe onucaxue,
HO U cB00 guiocoduw u meo-
puio cmuased, 4mo 20sopum o
doacom nymu e2o passumus.

“The stage play is a represenia-
tion of conditions of three
worlds. [t mentions duties,
hunting, money, peace, laugh-
ter, struggle, love, and murder.
In moral principles it instructs
those who neglect them, in
love those who aspire to it; it
purges those who are ill-bred
and disobedient, strengthens
restraint in those who are mod-
est, brings forth courage in the
coward and energy in the hero,
enlightens the unwise, imparts
the disciple with wisdom... It
also bestows relief on the mis-
erable, those afflicted with
grief, sadness, or labour, and
will promote the observance of
duty and contribute towards
fame, longevity, reason and
virtue in general, and finally it
will educate the people. There

is no such wise saying, no such
homily, no such craft or art,
technique or action, that would
not be expounded in drama”.
Thus says one of the most an-
cient treatises on the thealre
arts of the Orient, an Indian
“Natyashastra®, which was
considered the “fifth Veda”, ac-
cumulating the accomplish-
ments of the four canonical
Hindu compendiums of knowl-
edge. Already by 400-600 A.D.
the theatrical performance was
accorded not only a detailed
description, but also the phi-
losophy and theory of styles of
its own, which evidences a
long course of development.
The diversity of forms of the-
atrical arts in Oriental coun-
tries is by no means more
striking, than the virtuosity of
performance, which requires
painstaking work of many
years, and the genuine devo-

Muocoobpasue ¢opu 3pe-
AUWHBIX UCKYCCME 8 CMPANHAX
Bocmoka nopamaenm He MeHb-
we, 4eMm BUPMYOIHAL MEXHIU -
K uHonoaHumeabckoeo Mac-
mepcmaa, mpedyowail MHO-
coAemnezo, ynopHo2o mpyda
8 osaadenuu npogeccued,
NOOJAUHHOZO CAYNEHUR, HE
donyckawueeo OMKIOHEHU
om CMpPo2ux HOPM nosedenun
u 00pasa WU3HU, NPUHAMBIX 8
mpaduyuorkold meampaivHoil
cpede. B odnux caywaix amu
NPasuAa U3BecmHb MoLbKO 8
cemuax akmepckux duwnacmud,
a8 dpyeux, Kak 8 mpakmamax
Hasamu Momokué (1363—
1443) — macmepa anoHckozo
meampa Ho, onu ocmawomea a
Hajudarue scem NOKOACHUAM

tion intolerant of any devia-
tions from the strict etiquetie
prevailing in a traditional the-
atrical environment. In some
cases these rules are reserved
to the families of actors’ dy-
nasties, while in others, such
as in the case of treatises by
Zeami Motokiyo (1363—1443),
the master of Japanese Noh
theatre, they remain as an in-
struction for all future genera-
tions of the theatrical school.
Like his Indian counterpart
Bharata, the compiler of “Nat-
yashastra”, Zeami said about
theatre arts: “The art of Noh,
subduing the hearts of men,
appeals to feelings of both the
exalted and the ignoble”,
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EHHANR

oo wxoan, Modo6-
y uHOudckomy co-

bxapame, asmopy
wacmpu”, [H3samu eo-
0 MeampairbHoM uc-
“Hckyccmeso  Ho,

as cepdya awded, 863~

Ha 4yscmsea u eoi-

IKUX .

i 8 AOAHOU Mepe 8bl-

sadayu, KAQc-

g meamp Bocmoka
fna  soipabomams

no gopue, Ho Gauskue

i cymu cucmemu 80c¢-
INUS aKkmepa.

Om ueeo,
eM, u om coadame-
U uau cmpoumean
mpebGosgaiuce ouc-
meaga u BHCOKAA
*HHOCMb, HeYcmat-
Had coBou u
cocpedomouen -

fil this task in full the
theatre of the Orient
lop systems of the

training, which differed

but resembled each
essence. An actor, as
sculptor or temple
needed a discipline of
[ high morality, con-
[f-cultivation and in-
wcentration, and cer-
leep reverence towards
Gaining insight
secrets of the trade re-
1 great input of time
at an early age.

her.

HOCMb W, KOHEYHO, eaybokroe
yaamexue, NOYUMAHUE Ha-
cmasnuka. Nocmuxcenue matin
MACMepemaa 3aHuMaen MHo20
spemeru u mpebyem Hawu-
Hamo o0y4eHue 6 PanHeM
goapacme.

Teampaavnas muanb dpes-
HOCHL U CpedHeseKosua clf-
H{E’I'FHHL’H‘HO omauqaarace om
pumma coOBPEMEHHOZ0 penep-
myaproco meampa: nped-
cmasaenun dasaauce 8 dHU
0CoOBX MOpHerms — xpamo-
BblX UAU RPUDBOPHBIX, MEM
CaMbiM HANOMUMAR O NPOUC-
xomdeHuu meamparbHo20
f'}{’{;‘(‘”’j{iﬂ om P!’IH!_I}II.'IU uau ce-
F0HHO20 npasdiuka. 3Imom
ofinwai coxpaxndemen u do
cux nop 8 mpaduyuoHHOM me-
ampe Bocmora. boaswue xpa-
Mmoauie npazdnuxu Muduu, Hu-
donesuu, Meanwun uau Tau-
,?ﬂh‘l’jﬂ {'(JHPUUUJI('{}II!UFF?('.‘?

NOUHBMU NPOYECCUIMI, We-
cmsuem  CcAQHOB8, Bue3dom
Xpamosex KoAecHuy, Ha Ko-
mopux cmamyu 6oeoa cosep-
wawm pumyartbisid nyms no
ecopody. Hx apkoe ybpancmeo
nO cMua U ysemy nepexiu-
Kaemea ¢ KOCMoMamu maHyo-
po8, Mackamu HapodHoezo me-
ampa uwau obpazamuy meam-
parsusix kyxoa, Cama npoms-
WMEeHHOCMb CReKmaxKas mpa-
JuyuoHHOL mpynno conocma-
guMa ¢ NPodoAMUMeabHOC-
meio pumyaaa. Tak, 6eneaas-
ckas dxcampa uau npedcmas-
AeHua saanez-nypeo & Hudo-
Heauu udym HecKkoabKo Houweld,

The theatre life of antiquity
and mediaeval times differed
significantly from the time-
schedule of modern reperiory
theatre: the performances were
presented on the occasion of
festivals, either at temple or
court, thus recalling their ori-
gin from ritual or seasonal fes-
tivals. This custom has been re-
tained by the traditional the-
atre of the Orient until today.
Major temple festivals of India,
Indonesia, Myanmar or Thai-
land are accompanied by mag-
nificent processions, corteges of
elephants, the riding of temple
chariots, and delivering the
statues of deities through their
ritual way around the city. The

style and colour of their bright
apparel re-echo the dresses of
dancers, the masks of folk the-
atre, and the imagery of theat-
rical puppets. The duration of a
performance by a traditional
company is quite comparable
with that of a ritual. Thus,
Bengal jatra or wayang purvo
performances in Indonesia con-
tinue for several nights, while
the epics of “Ramayana” and
“Mahabharata™, telling the
story of baltles, wanderings.
love and devotion, and featur-
ing innumerable characters,
could last as long as the cus-
tomary fair or seasonal festival
of locale endures. The show can
take place in a special theatre
building in a palace or temple
complex or on a temporary
stage, constructed in the
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nuveckue croxemsv “Pamasn-
o' u "MaxaGxapamws”, no-
fecCMBYIOUUEe © CPAMEHUAX,
cmpaHcmeausx, aobau u npe-
dannocmu, akawyawowue He-
CMEMHOE KOAUYECMBO Nepco-
Haweln, moaym npodoaxams-
CA CMOABKO, CKOABKO (}.Iﬂmt'.’?
mpaduyuonKaa 8 3Mol Mecm-
HOCTU SPMAPKA WAL Ce30HHbI
npaszdnuk. Illpedcmasaenue
Mmoxen udmu 8 CneyuaibHoOM
meampaiviosm 30anul, 8KA0-
yaswemca 8 deopyoseill uau
xpamoasti ancambav, uau xe
HA BPEMEHHOU cyeHe, coopy-
wasuwelucs Ha naowadu. O0-
HAKO OCBAU{EHUE CHEeHb, Ccne-
YUAABHO OMMEYeHHbd Ha Hed
CAKPAAbHbll Yenwmp — uawe

Brce20 8 gude muposoeo dpesa,
KOmopoe 8 3a8ucumMocmu om
HAQUOHAAbHOX OcoGerHocmeld
cumsoauzupyrom cocHa, bam-
Oykoewitl wecm, sasa ¢ yse-
mamu, ceemuavHux, — ofifgsa-
meabvnb. Obszameavna u cne-
YUAAbHAR BHYMPEHHAR nodao-
moaka akmepa K swucmynae-
HUWO: nocm uau smedumayus,
NPUHOWERHLE 8 XpaM W m.n.

B cmapunnod mamuavckoi
nogecmu “lllusannadukapan”
ONUCAHO YCMPoOUcmMBo cyenn
das evicmynaesul MAacyos-
uuye eanuku no usmenu Ma-
Aa8iu, KOMopas Ha4aia csoe
ofyueque 8 namo aem u K
deenadyamu eodan Oera 2o-
mosa ﬁﬁl‘.'fﬂyﬂﬂ)""h ﬂep(‘_’d OHd-
Mu npasumean: “¥empoucmeo
meampa npouigoduaocs co-
eAGCHO npednucavusm dpee-
Hux. fpedsapumeasvno npose-

paaace seman. Cyena uamepa-

aace Gambykosod mpocmvio
co ceaennol ecopei. 3Ima
fanbykosas mpocme foaa

WUPpUHOU ¢ araney naivyd u
daunou 68 24 Goavwux naisvya,
Cyena doaxmua Owaa umems
gocemb mpocmei & dauny,
ceMb 8 WUpURY 4 OOHY 8 8bl-
comy. ...C nomowbio sepesok
OnycKaau 3aAHABEC CYHEeHbl U
axodnol 3aumasec. Pacad me-
ampa Gboia ApKO paspucosan,
u ceepxy CeuCaiu eupiindu
wemuyea u yaemoe”,

Tpaduyuonnaa cyeHa KNOH-
ckoeo meampa Kabyku axaw-
waem xanamumu (GyxsaivHo
“dopoea yeemos”) — ocofibid
nomocm, udywud wepes 3pu-
meabHbil 304, HG KOMOpPoOM
nossasemca aKmep, nNo38044-
owul paccmompems Caol Ko-
COUIOM U ePUM, NAACMUKY U
pumum deurcesui, npexde wem
OH BCMYNUM 8 NPOCMPAHCMAn
cHeKmaxaA.

square. It is, however, essential
te consecrate the stage by
marking its sacred centre, mosi
commonly in the form of the
universal tree, which is sym-
bolized by pine, bamboo perch,
a vase with flowers or a lamp,
depending on local custom.
The same applies io the spe-
cial internal preparation of the
actor for performance: a fast
or meditation, an offering at
the temple, efc.

An ancient Tamil novel
“Shilappadikaram” describes
the arrangement of the stage
for a performance of the gani-
ka dancer called Malavi, who
started to learn at the age of

five and by her thirtieth year
was qualified enough to per-
form before the sovereign, as
follows: “The arrangement of
the theaire was done in accor-
dance with prescriptions of the
ancients. The ground was
checked at first. The stage was
measured with bamboo cane
from the sacred mountain. This
bamboo cane was a phalanx in
width and (wenty-four thumbs
in length. The stage had to be
eight measures of cane in
length, seven in width and ele-
vated by one measure ...Ropes
drew down the curtains of the
stage and entrance. The facade
of the theatre was vividly
painted, and the garlands of
pearls and flowers were hung
down”.

The traditional art of Japa-
nese theatre Kabuki includes
hanamichi (literally meaning
“a flower way” ), which is a
special bridge-way crossing the
audience space, over which the
actors make their entrance,
thus allowing viewers to exam-
ine their costume and make-
up, plastique and rhythm of
movements, before they enter
the performance space.

Musical background remains
one of the salient features of
Oriental theatre. The word is
imbued fonally and musically
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m e a m p

OdHuUM U3 CYUEecmBeHHbX
ceoticme meampa Bocmoka
ocmaemca eeo MYysbiKaioHad
ocnoga. Caoso 3dece UHMOHA-
HUOHHO U MY3biKAALHO OKpa-
weno, xecm nepexodum @
maxey, Mmaxey nosecmesosa-
mereH, HACHuer CUMBoAUYec-
Kumu ofpazamu, Komopsie xo-
powo 3Haem, oxudaem U
Ae2Ko uumaem mpaduyuonHan
aydumopus. B smux ycaosu-
AX, ECMecmeenHHo, yenumcsa
He MOABKO CMbICA NOBECMBO-
AaAHUA, HO U e20 gopma, mac-
mepcmao UCNOAHEHUA 1 UH-
mepnpemayui IHAKOMO20 CF0-
wema.

Kraccuweckutt cnekmaxaib
dpesHocmu U CPeJHeBeKoB8bA
3HAKOM € A8MOPCKoL noecoll,
cozdamHol cneyuarbHo 0as
meampa u umeoued gurci-
posaHusl mexkcm. Takoeol
neecot Kaaudace, Hlydpaku,
bxasafxymu 8 Huduu, Bawu

ugpy e Kumae, Kanvanu,
Hasanu, Tukamayy Mowndaaa-
smona, Taxsda Hdsymo s Sno-
Huy u dp. Odwako u 6 my
nopy, u do Hawezo BPeMeHU
Ha Bocmoke coxpansemca u
doavkaoprbll meamp, HAcwu-
MuBaWUl 0cpoMHOe Koaude-
cmeo wanpos u sudos. Teamp
MAPUOHEMOK W meHed, pumy-
AAbHBE MAHYb 8 MACKAX UAU
ocofiom epume, RAHMOMUMA,
akpoGamuka W 2pynnosse
manyst, 4acmo paideafoujue-
cA MG MyMcKue u MEeHCKUE,
ucnoanenue faraad ckazume-
AAMU-NEBYaMy W paccKkasiu-
KaMU € NepeHocHbLMI Meam-
pamu Kapmusok Ha omdeis-
HblX AUCMax uaw ceumlax,

Komopble 4acmo pucyem cam
pacckas4uk, — 6ce amo pas-
Hoobpasusie dopmel HapodHOl
meampaibHOd KHU3HU, MecHo
CBA3AHHON € WUIHbIO cOyuLY-
sma. Cioda npuxodam cemvimu,
npoaodam vacwe, Gypro nepe-
WMUBAR UCMOPUD  AIOOUMBLX
zepoeg, 0000pUMENbHO Ole-
HUBAR 0CO00 UCKYCHBIX NCNOA-
Humeael, 8 Mo Bpema Kax
pazHocHuKky cHabxamm 3pu-
meaett npazdHudHEIM Yeoue-
HUeM U HAnumKamu.

MoxHo ¢ YyBepeHHOCmbIo
ckasams, wmo meamp — 3mMo
KBUHMICCeHYun npa3dnuka,
cofupawowas 8 cebe padocms
cozepyarus Yousumeavhoeo
apeauwja, eceobunocnii, €o-
ApuUcymMcmeus, B60CKPEWeHUR
ucmopuveckol namimu, 8 Ko-
mopoil oCnumMBaemcs wHoe
noKoaeHue.

here, the gesture verges into a
dance, the dance into a narra-
tion. It is replete with symbol-
ic conventions, well known,
expected, and easily interpret-
ed by a traditional audience.
Given all this, it is natural
that not only the meaning of
the text is valued, but also its
form, execution and interpre-
tations of a familiar subject
malifer.

Authorial plays, written spe-
cially for theatre and possess-
ing fixed text were known to
classical performance of an-
cient and mediaeval times.

Such are the plays by Kalidasa,
Shudraka, Bhavabhuti in India,
Wang Shifu in China, Kan'ami,
Zeami, Chikamatsu Monzae-
mon, Takeda lzumo in Japan,
etc. However, folk theatre ex-
tending across a thousand dif-
ferent genres and types also ex-
isted in the Orient in the past,
and it still survives now. Vari-
ous forms of theatrical folk life,
closely related to social life, in-
clude marionette and shadow

theatre, ritual dances with
masks or special make-up,
pantomime, acrobatics and

group dances often divided into
male and female interpreta-
tions, performance of ballads
by sages and narrators with

movable theatres of pictures on
separate sheets or scrolls, often
painted by the narrator him-
self. People come here in fami-
lies and spend their time ap-
preciating the story of favourite
characters, approving the most
skilled performers, while they
are served with festive food
and drinks.

In this way, theaire affirms
itself as the quintessence of a
festival, focusing the joy of
viewing a wonderful entertain-
ment, with unity, involvement,
and the vivification of histori-
cal consciousness, which also
serves to educate the young.
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Ha. 52

KPECHA W JIEBH
CYMBAJIPA

KyK/Ibi Teatpa Basr nypso

Hunounesns, o. Hea.
Konen XIX — nauano XX 8.
Cepennna XX B.

Koxca 6ydsora, poe,
pesnfia, pocnucs.

B. 69,2 ca.

B. 49 cm.

Hue. Ne 4674 11, 3883 11

m e a mp

theatire

BakHoe MeCTO B ABAHCKO#
KYJbType 3aHUMAaeT KyKOJb-
HO-TEHEBOH TeaTp 8afHe
nypeo, nepeble YNOMHHAHHKS
o Kotopom oTHocates K 10 8.
[Tpoucxoxaenue Teatpa
GONBUIMHCTBO YYEHBIX CBS3bI-
BaeT c JApeBHHMH 00pslaMH
BLI30OBA JyXO0B MPEJKOB, OC-
HOBHBIMH 1EJAMH KOTOPBIX
6b110 obecrneueHne MJaoAopo-
JIHS ToJgiedl, yIauHoH OXOTHI,
OTBEJeHHE HeCHacTHH W 3Jaa.
O1u DYHKUHH COXPAHAIOTCH
32 KYKOJIBHBIM TpeacTaB/ie-
HHEM H MO3/Hee, KOTAa OH H3
PHTYalLHOTO AeHCTBA Npe-
BpallaeTcsi B HACTOSILLHI
CMEeKTaKJb, 00PETAET CHOMKET-
HYI0 KaHBY, NOCTPOEHHYIO 10O
MOTHBAM 3HAMEHHTHIX 3MOCOB
“Maxa6xapara”, “Pamasna”
W SIBAHCKHX cKasaHuH. Pac-
NOpAaHTEeNeM TeaTpa ABJSET-
csl KYKJ0BOJL daaaue, KoTo-

pbifl H MaHHNYJHPYET KyKaa-
MH, H 03ByY4HBAeT HX Ha
¢one My3blKajabHOro Conpo-
BOXJ/IEHHA OpKecTpa eame-
aAaw. JInauiniics BClo HOYb
CreKTak/ahb MpeicTaBjafer co-
Goit nonctHHe deepHueckoe
apeduie. Jlerkie axypHoie
TeHH CKOJbL3ST no Genomy
MOJOTHHULY, Pa3blilpbiBasi
ClIeHBl CPaMKeHHI MK JI0-
6oBHLIX BCTped. Boipesantble
H3 KoKH OyiiBoJ1a, NOKpPLIThIE
CKBO3HOI pe3bboil u packpa-
LIEHHBIE BafHel JeNsTCA Ha
naBe KpynHbie rpymnel. [lep-
pasi BKJouaet B ceOsi Gaaro-
POAHBIX FepoeB H BOMHOB,
NPHHILEB U HX BO3MOOAEH-
HBIX, KO BTOPOH OTHOCHATCSH
3/10/1€H, 1EMOHbBI, BEJHKaHbI.
OrTpHlaTe/bHble MEePCOHAMXKH

oTanyaTes rpy6octbio 0b-
JIMKa, BbIMYYEHHBIMH [J1a3a-
MH, TOJICTEIM HOCOM H OCKa-
saernbim prom, TMonoxurenn-
HBIE TepOH Y3HAIOTCH M0 Bbi-
TAHYTBIM CHIY3TaM HUryp,
H3J0MaM TOHKHX PYK, Xapak-
TepHOMYy npoduilo FoJoBel ¢
JUTHHHBIM HOCOM M meTneob-
pasHbiMu raaszamu, Mx sosio-
Chl YJNOMEHbl B CHOXKHYIO
NPHYECKY W YBEHHAHbl BBICO-
KHMH TFOJOBHBIMH YGopamu,
KAaK 3TO BHAHO HAa My3eHHbIX
kyknax Kpecuel u [lesn Cym-
Ganpel. HepHull UBeT, B KO-
TOpLI OKpalieHa MyMKcKas
¢urypa, ykasbiBaeT Ha ero
0KEeCTBEHHYIO CYLLHOCTD,
30JI0TOH 1IBET KEHCKOH KYK-
Nbl AIBAsieTCA 3HAKOM Gaaro-
POMHOrO MPOHCXOMIEHHA re-
POHHH.

Pl. 52

KRESNA AND
DEWI SUMBADRA

the puppets of
wayang purwo theatre.

Indonesia, Java.
Late 19th — early 20th centuries.
Mid-20th century.

Buffalo leather, horn,
pierced work, painting.
H. 69,2 cm.

H. 49 cm.

Inv. nos. 4674 {1, 3883 If

Puppets shadow theatre
wayang purwo occupies an
important place in Javanese
culture. First mentions
about it date from the 10th
century. The majority of
scholars trace its origins to
ancient rites of summoning
the acestors’ spirits, main
purpose of which was secur-
ing of fertility of land and
fortune in hunting, as well
as averting of misfortune
and evil. Puppetry continued
to perform these functions
even later, when it evolved
from ritual act to real show
and obtained narrative based
on the famous epics of “Ma-
habharata”, “Ramayana”,
and Javanese legends. Da-
lang puppeteer, who manip-

ulates the puppets and vo-
calizes them against the
background of gamelan or-
chestra at the same time,
discharges the duties of the
master of ceremonies. The
performance, which contin-
ues all night long, is verily
an entertainment. Light
ethereal shadows ride the
white cloth, acting out the
vignettes of battles or love
encounters. Wayangs, cut
from buiffalo leather, pierced,
and painted, are divided into
two large categories. The
first includes virtuous heroes
and warriors, princes and
their beloved, while the sec-
ond comprises villains, de-
mons, and ogres. The latter
characters are differentiated
by brutal appearance, bulgy-
ing eyes, large nose, and

grinning mouth. The positive
characters can be recognized
by elongated shadow-figures,
bent thin arms, indicative
side-view of a head with
long nose and loop-shaped
eyes. Their hair is coiffured
into elaborate headdress and
topped with high headgear,
as can be seen in the pup-
pets of Kresna and Dewi
Sumbadra shown here. Black
colour, employed to paint
the figure of a man, indi-
cates his divine nature,
while golden colour of fe-
male puppet is a sign of her
noble origin.
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KJIOYHbI
CEMAP U YETIOT

KYK/Ibl Teatpa Basiir roJex.
Misonesus, o. Ana. Cepemntia XX 8.

Jlepeso, x/6 mranb,
peavfia, pocruch.

B.61,8; 62,5 ca.

Hua. Ne 10086 11, 10085 1

Teatp 06beMHBIX KYKOJ 8a-
fAiHe 2oAeK, MOSBUBILUICH, 10
MHEHHIO HCcaiefoBaTteiei, B
14—15 BB., sIBASIETCS OJIHHM
M3 JIOOUMBIX 3PeJIHILL KHTE-
aeit Uuponesnn. Cnexrakan
yCTpauBaioTes B JIHH TPajH-
LHOHHBIX [PA3HHKOB H Ce-
MeiHBbIX TOPKECTB. YnpasJis-
eT M&pHDHETK&MH, KakK U B
BASIHI TYPBO, JIMIIL OJIHH Ye-
JIOBeK — daaaHe, CTOsHA
3a nomoctoMm. JlepeBanubie
KYKJbl 204€K1 € NOJIBHKHbI-
MH PyKaMH M roJIOBOH pacru-
ChIBAKOTCA KpacKaMu U ofle-
BAIOTCH B KOCTIOMEI H3 OartH-
Ka u Oapxata. B peneptyap
Tearpa, NOMHMO MbeC Mo WH-
,IWHCTCKHM CKa3zaHHAM, BOUI-
Ji MPOU3BEIeHHs, B3SATHIE H3
MyCY/IbMaHCKON MaJaiCcKoi
JHTEpATypLl, HANPHMEP O
noasurax asam Myxammena
Amupa Xam3bl HIH O TTOX0XK-
pennsx npunua [Naupku. B

HHUX TAK}Ke IPHCYTCTBYET MO-
THB TIPOTHBOMNOCTABAEHHS
TeMHBIX H CBETJ/LIX Hadyaln
Mupa, ux uaseunas GopnOa, B
KOTOpPOH Beeraa nodexiaer
po6po. IlosTomy MapHOHETKH
JIeIATCSl HA T0JI0KHTENbHBIX
W OTPHLATEJNbHbIX MEPCOHA-
Keit. Ocobyo rpynny co-
CTABJAIOT KJAOYHbl RAHAKA-
gamel, aBasiiompecs 00bIYHO
cayramu GJ1aropofiHbiX repo-
es. BoarnasaseT ux Myapbiil
Cemap, MojL rPOTECKHOH BHE-
LHOCTbID KOTOPOTO CKphbiBa-
eTes apesHee HOKeCTBO,
CNyCTHBLIEECS Ha 3eMJIO,
yT0Obl NOMOTAThH MPEAKAM
sipanckux npaputenei. Komu-
yeckue MepeoHaXKH roBopst

HA4 MECTHBIX JHaJeKTax, oT-
MycKaloT HeNpHCTOHHbIE LIYT-
KH, NM0Ka3uiBawT dannuiec-
KHe MecThl, YPOLIHBbIH BHE-
IWHHH 06K LWYTOB BCeraa
BhI3BIBAET cMex. Bmecre ¢
TeM KJ0yHaaa M JOBKHE TPIHO-
KH HMeloT Briogie Gaaropos-
HYIO lleJib — BBICMEATH Hero-
AAEeB M BLIPYYHTh CBOHX X031-
eB u3 Tpyanoit cutyauuu. Ila-
HaKaBaHbl Aal0T MyJpbie CO-
BeTH MpaBHTEdsM, pa3BieKa-
0T, 4 B TparnyeckHe MOMEH-
Thl # yTewaioT reporsb. Kpo-
me toro, Cemap Baajieer Hc-
KyCCTEOM M@riH, ¢ MOMOLLbIO
KOTOpO# OH H3ronseTt 3/106-
HBIX J1€MOHOB H JlyxoB. B
MHOr03HauHbIX o6Gpasax KJoy-
HOB OTpa)<aeTcsi HapOAHbIi
XapakTep ¢ NpHCYLLHM eMy
rpy6OBaTHIM IOMOPOM H BEpOH
B uyjeca.

Pl 53

CLOWNS SEMAR
AND CHEPOT

the puppets of
wayang golek theatre.

Indonesia, Java. Mid-20th century.
Wood, cotton, carving, painting.

H. 61,8; 62,5 cm.
Inv. nos. 10086 I, 10085 I

Wayang golek, a theatre of
three-dimensional rod pup-
pets, which, according to
scholars’ opinion, emerged
in the 14th—15th centuries,
is one of the favourite enter-
tainments of Indonesian
people. The shows are orga-
nized on the occasions of
traditional holidays and fam-
ily celebrations. As in the
case of wayang purwo, the
puppets are manipulated by
a single person, a dalang
sitting behind the stage.
Wooden golek puppets with
flexible hands and heads are
painted and dressed in garbs
of batik and velvet. Besides
the plays after Hindu epics,
the repertory of this theatre
includes the works drawn
from Islamic Malay litera-

ture, for example, those
about the exploits of Amir
Hamza, the uncle of Mu-
hammad, or about the ad-
ventures of Prince Paniji.
They also feature the oppo-
sition between the forces of
darkness and light, their
eternal struggle, where the
good always wins. That dic-
tates the differentiation of
marionettes into positive and
negative characters.
Panakawan clowns, who
usually act as attendants of
noble characters, can be
considered a separate group.
Their leader is the wise Se-
mar, whose grotesque ap-
pearance conceals ancient
deity, who had descended on
Earth to help the ancestors
of the rulers of Java. Comic
characters speak local dia-
lects, crack obscene jokes,

and show phallic gestures.
Deformed visage of jesters
always causes laughter. At
the same time clownery and
clever tricks serve quite a
noble purpose, which is to
make fun of villains and help
their masters out of trouble.
Panakawans give wise
counsel to the rulers, enter-
tain everyone, and even con-
sole heroines at tragic mo-
ments. Further, Semar is
the master of magic, which
he employs to banish wicked
demons and spirits. Multivo-
cal characters of the clowns
reflect folk temper with its
Rabelaisian humour and be-
liel in miracles.
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MAPHOHETKA
TEATPA MOYTEVIBE

Mesanma. Koneu XIX 8.

Nepeso, mKans, bynaza,
pessha, pocnucs, Wumoe,
MEMAAAUYECKUE HAUWUBKIL,
CMeKAAHHbIE BCMAGKU.

B. 74 cm.

Hus. Ne 50620 kn

m e a m p

t h e gt re

Kykaa npejcrasiser co6oi
nepcoHaxK TPaiHUHOHHOTO Te-
atpa uoymeunee (4OYcOYH-
nee), napecTHoro B MbsH-
Me ¢ MepuoLa CpelHeBeKo-
Bhi. TeaTp AepeBAHHBIX
MEI]JHOHETOK B CBOEM CO-
BpPEMEHHOM BH/E CJIOXHJICH
g Hayajse 19 B., KOraa OH
nojib3oBajca GOJbIIOH NO-
NyJsipHOCTbIO, H MHHHCTP
HMIIEPATOPCKHX pasBjieye-
uuit Y To usgan psa npen-
MUCAHMW MO MOBOAY KY-
KOJbHBIX TpeACTaBIeHHH.
B penepryap Teatpa 10Ji-
HBl ObIJIH BXOAHTb MbeCH
Ha TeMbl OYLJHHCKHX 17Ka-
Tak (HCTOpPHH O nmepepox-
penusax Byuibl), uspect-
HBbIX MpelaHHil W Jerexu, a
AeKOpalliH H KOCTIOMBI
ciaepoBajo H3obpaxkaThb
MaKCHMAaJbHO NPHOJIHKEH-
HBIMH K J1€HCTBHTEJbLHOC-

TH. [lepBoHavyalibHO aKTe-
paMu OblJIH TOJbBKO MYMK'UH-
HBI, YMeJO ynpas/siBlUIHe
MHOTOYHCAEHHBIMH HHTSMH
(06buHO MX Gbi0 12—15,
a unorga — okoao 60),
NpUKperneHHbIMi K 60Jlb-
HWIMM, TIOYTH MeTpPOBOW Bbi-
cotbl mapuonerkam. [lpea-
CTaBJEHHs 1aBajHCh Ha
crenHanbHOM BO3BBILIEHHH,
Mo3TOMY TeaTp MoJy4uJ
elle OJHO Ha3BaHHE —
amvun mabun (Tearp BbICO-
Koro nomocta). B tpynny
BKJIIOYAJIHCH MEBLbl H MY3bl-
KaHThl, Urpa KOTOPBIX COMPO-
BOXKIAJIA 3peJiulle, ATHBIIEE-
¢ 00blYHO C MOJYHOUH JIO
paccBera. B cnekrakasx yua-
ctBoBajo ot 28 o 36 pas-
HBIX TIEpCOHAXKeN.

Jlanuasi Kykja siBJFETCH H30-
Gpaxcenuem BepxosHoro Go-
skecerpa Tawkamuua (Caxkku).
Owna BhIpe3aHa M3 jlepeBa H
MMeeT MOABHMKHbIE PYKH, HO-
rH, rososy. Ee oneanue TH-
nUYHO A U300paKeHHH
3861 (60XKeCTBEHHOTO Mep-
COHAXKa) ¥ COCTOHT H3 KypT-
Kn Gexxeporo 1perta, 6ap-
X4aTHBIX TEMHO-MaJHHOBbIX
6pioK, 3a1panupoBaHHbIX
cpepxy 0OKOH-ITaHAMH.
CBepxy HafeT KHJIeT ¢ je-
KOPATHBHBIMH KPBIIBILIKAMH
Ha TJedax H JJTHHHOM fe-
peanuke. Onexpia Gorato
paclliHTa MeTaJIH4eCKHMH
HHTAMH, OjecTKaMH H CTEK-
AsiiHbIMH KaGowounamu. Ha
roJloBe KyKJibl — TPeXbsipyc-
HAasi KOPOHA C 3aylUIHbIMH
}’KpameHHHMH B BHE AA3bIY-
koB naamenu. Hocku Tydess
umeloT hopmy MHDHYECKOH
YTKH XUHM@, 4TO JOMyCKa-
Jloch JMlIL Ha 00yBH 60-
MECTB H BbICLIEH 3HATH.

Pl. 54

PUPPET OF
YOKTHEIPWE
THEATRE

Myanmar. Late 19th century.

Wood, textile, paper, carving,
painting, embroidery,

tinsel, glass inlay.

H. 74 cm.

No. 50620 kn

The puppet represents one of
the characters of traditional
puppet theatre yoktheipwe
(yousounpwe), known in
Myanmar from mediaeval
times. The theatre of wooden
marionettes took its modern
shape in the early 19th cen-
tury, when it was very popu-
lar, and U Toe, the minister
of entertainment, passed a
number of instructions con-
cerning puppet shows. The-
atre’s repertory should in-
clude plays aiter Buddhist
jatakas (stories of the Bud-
dha's former births), well-
known stories and legends,
while scenery and costumes

should be made lifelike. At
first there were only male
puppeteers, who had to show
great skill to manipulate the
numerous strings (from
twelve to sixty, depending on
particular character) fixed to
a large puppet, almost one
meter in size. The show took
place at special stage, thus
giving the theatre another
designation of amyint thabin
(the theatre of raised plat-
form). The troupe included
singers and musicians,
whose music accompanied
the entertainment, which
usually lasted from midnight
to dawn. Characters featured
in the show numbered from
28 to 36.

The puppet shown here rep-
resents Thagya-min, or Sak-
ka, the Lord of Gods. It is
carved from wood and has
flexible hands, legs, and
head. The dress of the char-
acter represents attire worn
by male deva deities and
consists of fawn-coloured
jacket, velvet trousers of
dark crimson draped by pant
skirt. Decorative waistcoat is
put as a top. The dress is
richly embroidered with me-
tallic thread, spangles, and
glass cabochons. The head
of the puppet is crowned
with three-tiered diadem
with postaural ornaments in
the form of tongues of
flame. Toecaps are shaped
like mythical duck hintha.
which was allowed only for
peerage.







Ha. 55

PABAHA
U IYPBHAOJIXAHA

HMummn, Kepana. XX 8.

llepeso, nuemenmel, 1ax.
B. 38 cu.
Hue. N 4202 11, 4753 I

m e a m p

t h e atre

Kykabl naobpaxaior aktepos
TPaJHLHOHHOTO TeaTpa LiTa-
ta Kepanwl — kamxakaau,
OJHOTO H3 CeMH IJIaBHLIX
CTHJEH KJacCHYeCKOro TaHlla
Huanu. Tanuesanbhasi apama
KaTXakajau HCnoJHseTcs
rpynnoit akrepos. OHa Boc-
XOJAHT K PHTYaJbHBLIM Xpamo-
BLIM TaHllaM, MpeiCTaBJIsB-
UM MHBOJOTHYECKHE CIO-
AEeThI, Yallle BCero nuyec-
Kie nosmel “Pamasnna” u
“Maxabxapara”. B karxaka-
JIH HTPatoT TOJbKO MYMYHHBI,
HKEHCKHe POJH HCNOJIHAIOTCSH
MOJOJLIMH akTepamu. Takue
e apxanyeckHe YE€PThI HO-
CAT H KAHOHHYECKHH TPHM H
kKoctiom. Jlio6oi nepconax
Mbechl JIerKO y3HAeTCH 10
UBETY H PHCYHKY YCJOBHOM
packpackh auua. B rpume
nakka npeobaajnaer seje-

HbIi — LBeT repoes, 60OroB,
Be/HKHX lapeil. Benas 6o-
poaa-BOPOTHHK JIENMHTCHA H3
MHOTOYHCJIEHHBIX CJIOEB PH-
COBOH MacThl OKOJO Tpex ya-
cos. Ilna nepconakeii Bbico-
KOro MpoOHCXOMOAEHHA, HO
TBOPAUIHX 3710, NPHMEHACTCA
rpum kammu. B Hem noss-
JIIeTC KPAcHLIH LBET —
3HaK APOCTH, a GJaropoaHbie
(hopMBI JIHIA HCKaXKaoTCA
HaAKJIEEHHbLIMH [LIHIIKAMH Ha
a0y ¥ Hocy. UMenHo K Ta-
kKum obpaszam otHocsTea Pa-
BaHa u [ypsitoaxana, Boc-
NMPOH3IBEINEHHLIE B JIEPEBSH-
HOW KpalleHol CKyJabnType
u3 Kepanel. Hakoneu, ge-
MOHHYECKHE NEepCoOHAaMH
HJIH CKA30YHBIE 3BEpH
NpeacTaBJJIeHbl B IpHMe
Kapu 4epHOTO LBETa C Jl0-
GapjieHHeM KpacHbiX H Oe-
Jabix petaned. O6auk akre-
pa LoBepLUIAT KOCTIOM H

aKcecCyapbl — IMbllHasA
cOopuaras w6Ka, yCHIHBA-
owas 3pdekT TaHueBab-
HBIX JIBHIKEHMH, KOpoHA C
BOJBUIHM JIHCKOM - HHMGOM,
YKpalleHHsl Ha rpyiaM H py-
kax. McnosuuTenn x)eHckHx
poJiel MoAb3YITCS FPHMOM
CCTECTBEHHOrO LIBETA MU-
HaKKY, NOJHEPKHBAIOULHM
meHckoe ouapopaHue. [be-
Cbl KaTXaKaJH BKJIOUYAOT B
ce0 MaHTOMHUMY H TaHell,
KOTOPbLIE HCNOJHATCS MO
NeHHe-peyHTaTHB CKasnTe-
asa. Ero nomiepxusaer He-
6oabuiod ancamOuab Tpaau-
IIHOHHBIX HHCTPYMEHTOB,
COCTOAUIMA W3 roHra, mam-
nypot, Gapabanos vyenda u
maddaran.

Pl. 55

RAVANA AND
DURYODHANA

India, Kerala, 20th century.

Wood, pigments, varnish.
H. 38 em.
Inv. nos. 4202 I, 4753 1l

The puppets represent actors
of traditional theatre of Ker-
ala state, or kathakali, one
of the seven major styles of
the classical Indian dance.
The dance play of kathakali
is performed by company of
actors. Its origins can be
traced to ritual temple danc-
es acting out mythological
stories, mostly the epics of
“Ramayana” and “Mahab-
harata”. Only men can par-
ticipate in kathakali, female
parts being performed by
young actors. Canonical
make-up and dresses pos-
sess the same archaic trac-
es. Any character of a play
could be easily recognized
by colour and pattern of
conventional face paint. Pa-

kka make-up is dominated
by green, the colour of he-
roes, deities, and great
kings. White beard-collar is
mould from numerous layers
of rice paste for about three
hours. For characters of no-
ble origin, yet doing evil,
katti make-up applies. Red
colour, the colour of wrath,
is introduced into this type
of make-up, and refined fea-
tures are deformed by knobs
stuck to forehead and nose.
Such are the images of Ra-
vana and Duryodhana, re-
produced in the painted
wooden sculpture from Kera-
la. Finally, demons and fab-
ulous beasts wear kari
make-up of black colour
with addition of red and
white elements. The guise of
an actor is made complete

by dress and accessories,
such as dirndl skirt adding
to the effect of dance move-
ments, crown with large glo-
riole disc, and ornaments on
the chest and hands. The
actors, who play female
parts, use minakku make-
up of natural colour, stress-
ing female charm. Kathakali
plays feature pantomime and
dance, performed against
singing recitative of a narra-
tor. It is accompanied by a
small band of traditional in-
struments, composed of
gong, fampura, chenda, and
maddalam drums.
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TEATPAJIbHBIMA
JIVBOK
“OrHEHHAS TAJIMLIAY

Kuraii. Konew XIX — nauano XX b,

Byx., ya. keuroepagusa, packpacka.
[Mewamua Tynwsuwsndgue.

34x56 cm.

Hue. Ne 17061 1

m e a m p

t heatre

Kurafickuit 1y6ok, nam
HAHbLXYA (HOBOTOAHAS KAPTH-
Ha), CO31aBajcsd B TeXHHKe
KCHJIOTpathHH — OTTHCKE C
JepeBsiHHBIX 10COK Ha Gymare
C MOCAEIYIOUHM MOAKPALLHM-
BaHHEM BOJSIHBIMH KPaCKaMH.
TemaThKka HapoaHON KapTHHbBI
IOBOJLHO MHOTOOGpa3Ha H
YCIOBHO pasjieiieTcs Ha psij
TPYNI, CPein KOTOpbIX 60Jb-
1I0e 3HaYeHHe HMEIT JIHTe-
paTypHo-TeaTpadbHbie JyOKH.
Baaroaaps um naxe nerpa-
MOTHBIE JIIOJH 3HAKOMMJIMCE C
JIYMITHMH 006pasiamMu KJIaccH-
YeCKOH JIHTepaTypbl, HallHO-
Ha/lbHON HeTopuei. Jly6ok
“Ornennasi nanuua” noces-
[eH 3IMH301Y NMbeCchl H3 IHK-

na “IMoakosoaust pona HAu",
nopecTBylouleii o 6opuie B
9 B. KMTANLEB C KHIAHbCKH-
MH naemenamu. Cayxanka
flu Taficdsn (kpaituss caesa)
BJdjlesla CBePXbeCTeCTBeHHbI-
MH NpHEMaMH BOEHHOTO HC-
Kyccrsa. B cuene nokasano,
Kak oHa BhIGHJa najnky M3
pyk komauayiowero Llzsio
Llzaus (B uentpe), KOTOpbIii
XOTEJ NPOBEPHTL €€ YAHBH-
TedbHble cnocobHoetH. Cripa-
Bd Ha 1OMOCTe CTOAT HabJi0-
AalollHe 33 NPOHCXOISAIIHM
CAHOBHHK H reHepad.

Tpapuumuonusiii Kutaiickuii
Tearp, WK “IlekuHckas one-
pa”, ocHOBaH Ha COeIHHEHHH
naHTOMHMBI, Gajera ¢ akpo-
OaTHYECKUMH 3JIEeMEHTaMH,

(anbIeTHOTO MEeHUs H peyun-
Tathea. Boabluyo poas B
HEM Hrpaj rpHM, Mo LBETY H
PHCYHKY KOTOPOTO 3pHTEJlh
Cpasy y3HaBall XapakTep Wi
Jlaxe CUeHHYeCKYI cyably
repos. Hanpumep, y “nenon-
KYMHOTO cyJbH” B rpHME HC-
NoOJIb30BAJIMCL YepHas u Oe-
Jlasi Kpacku, Tak Kak OH OT-
JH4an 1o06po or 3na, a y pas-
Hofinuka — 3enenas. Jleko-
pauuu ObLIH YCJAOBHO-J1aKO-
HHYHBIMH: CTYJl MOr H3o06pa-
aTh H TPOH WMIepaTopa, H
MOBO3KY, H X0JIM, OTKy/la
MOJKOBOJELL PYKOBOIHI Cpa-
»keHueMm. Bo Bpems neiicTus
dKTep MHOTA Ha Kakoe-To
BpeMsa 3aMHpall B onpeje-
JIEHHOH No3e, KoTOpas ABJA-
JIaCh OCHOBHOH XapaKkrepuc-
THKOH reposi. TH KyJbMHHA-
LHOHHbBIE CLEHBI H OTpaxa-
JIKCh B HAHBbXYA.

Pl. 56

THEATRE
FOLK PICTURE
“FIRE MACE”

China.
Late 19th — early 20th centuries.

Paper, colour print, painting,
Tongyisheng dian printing works.
34x56 cm.

fnv. no. 17061 1

Chinese folk picture, or
nianhua (New Year picture),
was made by means of xy-
lography, wood block print-
ing on paper with subse-
quent colouring with water
paints. The subjects of pop-
ular pictures were numerous
and could be conventionally
divided into several groups,
among which folk pictures of
literary-theatrical nature
count for much. Due to their
existence even illiterate peo-
ple become acquainted with
the best examples of classi-
cal literature and with na-
tional history. Folk picture
entitled “Fire Mace” is ded-
icated to an episode from
the play of “Generals of

Yang Family” cycle, narrat-
ing the story of struggle be-
tween the Chinese and the
Qidan tribes in the 9th cen-
tury. Maid Yang Pai-feng
(leftmost) mastered super-
natural techniques of martial
art. The picture shows her
knocking the cane out of
hands of commander-in-chief
Jiao Zan (amidmost), who
wanted to test her extraordi-
nary abilities. A dignitary
and general watching the
course of events are stand-
ing on the platiorm to the
right.

Traditional Chinese theatre,
or "Beijing opera”, was
based on combination of
pantomime, ballet with acro-
batic exercises, falsetto
singing, and recitative.

Make-up was really essen-
tial, for judging by its colour
and pattern the spectator
would know the nature or
even stage destiny of the
character. For instance, the
make-up of “uncorrupted
judge” was a blend of black
and white, as he could dis-
criminate between the good
and the evil, while the rob-
ber would be made up
green, The scenery was ten-
tatively laconic; the chair
could represent the emper-
or's throne, a cart or a hill,
from which the general
would control a battle. In
the course of the play an ac-
tor would now and then stop
and remain stockstill for
some time in certain atti-
tude, being a principal at-
tribute of the character.
These culminating points
were portrayed in nianhua.
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XAHHS —
MACKA TEATPA HO

Slnonus, Konus konua XIX 8,

Hepeso, peavfia, rearac, pocnuce.
21,5x15 cu.
Hrna. No 14863 1

m e amp

t h eatre

Teatp Ho xak camoctosTenb-
Haf (opMa CLEeHHYeCKOro He-
KyceTsa nosisuica B 14 s,
310 ApamaTHueCcKoe My3bi-
KaJbHO-TaHlleBaJbHOe Tpej-
cTaBJieHHe, B KOTOPOM JHTe-
paTypHbLIH TEKCT, 3aAaHHOe
ONpeaeNeHHBIMA PHTMaAMH
JABHZKEHHE aKTepa, peduTa-
THBHOE TI€HHE, OpraHH3alius
MPOCTPAHCTBA CLEHLI, MOCTO-
AHHAA JIEKOPALHS B BHIE
3a/lHHKa ¢ H306paxKeHHeM Co-
cHbl, Gyradopus, akceccya-
Pbl, KOCTIOM M MacKH Cylle-
CTBOBA/H B HEPA3PLIBHOM
enuHeTBe. CloKHBIIASICA 101
BO3JIEHCTBHEM [33H-Oy11H3Ma
acTeTHka Teatpa Ho ocHoBBbI-
Basach Ha COMETAHHH JBYX
MPHHLHKNOB; MOHOMAH3 (Noj-
paxaHde Bellam) H 10eaH
(cokpoBeHHas KpacoTa).
Macku, cuuTapluMecs cak-
pPajibHbIMH MPEIMETAMH H

CHMBOJIAMH TIEPEBONJIOLLE -
HHfl, HTPAJIH 3HAYUTEJIBHYIO
POJib H HE CTOJIBKO MMOKa3bl-
BaJIH, CKOJILKO CKPLIBAJH
IMOLHOHAJILHOE COCTOSIHHE
reposi, JIHLb NPHNOAHHMASR
3aBecy Hajl ABHMKEHHAMH Ye-
Joseveckoii aywu. Oun ne-
JIHJIHCh, COTVIACHO MPHHATHIM
ammniya, Ha MacKH KeHCKHX H
MYMCKHX NepcoHaMel, KoTo-
pbie, B CBOIO o4epelb, Noj-
pasjiefsJIich 110 BO3pacTHOMY
MPHHILHITY.

Oco6ylo rpynny cocTapJsin
MAacKH IyX0B, AeMOHOB H 60-
#ectB. B cnekrakne Ho
rJaaBHOE JIE]:ICTB)’IOLI.I.EE JIHLLO
BLICTYNA€T B JIBYX BHJAX: Ma-
303ums3 (nepBoHavYalLHOM) —
B 00/aHKe 0OBLIKHOBEHHOTO Ye-

JIOBEKA, MYMKUMHBI MJIH JKEH-
ULHHLL, H Homud3ums (noc-
JeIIOLEeM ) — Kak Jyx ymep-
ero, Jyx OTBEPrHYTOTO
BJOOJEHHOrO WK CTpajan-
[LleA OT BHHbI KpACABHLLbI.
Macka Xanusi — ngemMoHHYec-
KOTO MepCcoHaXka ¢ poraMH H
OCTPLIMH KJbIKAMH, — BO3-
MOXKHO, camasl nonyasipHas
macka teatpa Ho. Ona Bbi-
pamaer APoCThb 3J0GHOTO H
MCTHTEJLHOTO JIyXa MKEeHIUIH-
Hbl, MpeBpaTUBLIE/CH B je-
MOHA OT PEBHOCTH W pa3oua-
posanusi. Yauie Bcero ee mc-
MOJB3YIOT BO BTOPOM aKre
cnektakas “Aou HO ¥3”, Kor-
la Jlyx OTBepruyTtoil 6aucra-
TeJILHBIM NpHHIEM [3HA3H
peBHHBOI Pokyn3é yousaer
ero keHy Aou. 3aKJio4n-
TeJbHbliH HEHCTOBLIH TaHell B
TAKO# Macke JaeT Mouys-
CTBOBATh, KaKHe aJCKHE MYKH
nperepnesaer ayuia, He Mpo-
lefLas yepes nokasHue H
OYHILEHHE,

PL. 57

NOH THEATRE
MASK OF HANNYA

Japan.
Copy from the late 19th century.

Wood, carving, gesso, painting.
21,5x15 cm.
Inv. no. 14863 1

Noh theatre as an indepen-
dent form of theatrics

emerged in the 14th century.

It is a dramatic performance
of music and dance, where
literary text, actor's move-
ments guided by certain
rhythms, recitative singing,
arrangement of the stage,
invariable scenery in the
form of backcloth depicting
a pine, properties, accesso-
ries, costumes, and masks,
all these was integrated and
thus inseparable. Aesthetics
of Noh theatre, developed
under the influence of Zen
Buddhism, was based on
combination of two princi-
ples of monomane (imita-
tion of things) and yugen
(obscure beauty). The
masks, considered as sacred
objects and symbols of char-
acter’s embodiment, were of
great importance. They were
used not so to display, than

to conceal the emotional
disposition of the character,
liting the curtain over the
movements of human soul
only slightly. According to
assumed role specialization,
they were divided into masks
of female and male charac-
ters and then subdivided de-
pending on age.

The masks of spirits, de-
mons, and deities constitut-
ed a separate group. In the
Noh performance the hero
appears in two aspects, that
are maejite, or original, and
nochijite, or subsequent.
The aspect of maejite envis-
aged his appearance as a
human being, while
nochijite aspect represented
him as a ghost, a spirit of
repudiated lover or beauty

suffering for her guilt. The
mask of Hannya, the de-
monic character, is probably
the most popular mask of
Noh theatre. It represents
the fury of wicked and re-
vengeful spirit of woman
turned to demon from her
jealousy and disappointment.
Most often she appears in
the second act of “Acinoue”
performance, when the spirit
of jealous Rokujo repudiated
by resplendent Prince Genji
kills Aoi, the wife of the lat-
ter. The final wild dance in
this mask gives the specta-
tor an opportunity to con-
ceive the torments, suffered
in hell by a soul, who had
not passed through repen-
tance and absolution.
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CKVYJIBIITYPA
AKTEPA TEATPA HO
HAnouns. XX 8.

Kepamuka, Kpacku, Aeskac, Aak.
B. 38 cu.
Hne. A2 19426 1

m e a mp

Hebonbluas Kepamuyeckas
CKyJbnTypa H3oOpaxaeT ax-
Tepa ANOHCKOTO KlaccHyec-
Koro Teatpa Ho, B KoTopom
BCE POJH HCMOJHSIOT MYMKUH-
ubl. OneTbiii B KpacHo-6edblil
KOCTIOM, OPHAMEHTHPOBAH -
HBIH y30paMH H3 LBETOB
BHILHH, OH CHIHT Ha JIAKHPO-
BAHHO# LHJIHHAPHYECKOH
TymGe, BXOAfLER B COCTAB
KaHOHHYECKOTr0 PeKBH3HUTA, H
JIEPIKUT B PYKaX MACKY HOHOH
KpacaBHLbl. 3aneyaT/ieH MO-
MEHT CO3EepPLAHHS MACKH, 4TO
ABJAETCH BaXKHEHIIHM 3Ta-
NnoM NoAroToBKH K CNEKTaK-
mo. Macka, sonJoniaonias
Hiaean KpacoTsl “4ejoBeKa ¢
MaJieHbKOo# roaoBoi” U no-
TOMY YyTh yMeHbILIEHHas B
pasmepax K maciTady ¢u-
rypbl, — OJIHO H3 OCHOBHBIX
CPEJICTB BHIPA3HTEJILHOCTH
cueHudeckoro aefcteus, [lo-
3TOMY K [JIACTHUECKOH Mojie-

JIHPOBKE MACKH MPeIbABIIS-
I0TCA BBICOKHE TpebGoBaHus,
Buipesannas M3 aepesa, 1no-
KpbITash MHOTFOC/IOHHBIM TPYH-
TOM, TOHHPOBaHHAS MeEJOM,
OTNOJHPOBAHHAS W PACH-
caHHasi, OHA HMEEeT 3aCThiB-
wee “npoMeryTouHoe Buipa-
JeHue"”, KOTOpoe BO BpeMmsi
NpeacTaBJeHHs OMHBJIAETCH
OTTOYEHHOH MO30H H XKeCcToM
aktepa. [lo KanoHy oBasn JiH-
114 YCJOBHO JEJHTCSH Ha Ye-
THipe cektopa: s06 (pa-
10CTh ), MOAGOPOAOK (neuals)
M CKyJibl (YA0BJIETBOPEHHE H
rues). [lpasasi u nesas le-
KM, HE Hapyllasi rapMoHHH
1LeJI0T0, J0JMKHEl HeYJOBHMO
OTJIHY4ATLCH JPYT OT Apyra,
4yToOBl CKOJB3ALLIHE TEHH
JlaXKe TpH JIerKoM [oBOpoTe
roJIOBbl aKTepa Co3/aBaJH
OlLylleHHe CMEeHbl IMOLUHO-

HAJABHOIMO COCTOHHHA repod.
Kaxknas mMacka ojlHOTO amii-
Jya HeceT ocobyio aTmocde-
py, B KOTOpO# OTpaxaioTcs
MHAMBHAYANBHOCTE W TaaaHT
ee co3uartedisi, H ABJSETCS
YHHKaJbHLIM MPOH3BENeHHEM
CKYJILITYPLL. AKTEpY HYXKHO
OnpeeqHTh, HACKOALKO 06-
pasell oTBe4aeT ero WHTep-
npetauun poan. OcyliecTBus
BEIGOP MACKH, OH OeperKHO
MOAHUMAET €€ BLICOKO Haj
roJOBOH W, COBEPLIHB IPH-
BETCTBEHHKIH MOKJIOH, 3aK-
penJsier Ha auue. Llepemo-
HHS HAa3LIBAETCH “BXOXKIEHHE
B Macky", Tak Kak ¢ 3Toro
MOMEHTA aKTep MOJHOCTLIO
OTJaeT el CBOI0 JyUly H TeJo.

Pl. 58

SCULPTURE OF
THE ACTOR OF
NOH THEATRE

Japan. 20th century.

Ceramics, paints, gesso, laquer.
H. 38 em.
Inv. no. 19426 1

Small ceramic sculpture de-
picts the actor of Noh, a
classical Japanese theatre,
where men perform all
parts. Dressed in red-white
costume decorated with de-
signs of cherry blossoms, he
sits on lacquered cylindric
pedestal, an element of ca-
nonical stage-property, and
holds the mask of young
beauty in his hands. The
sculpture captures the mo-
ment of contemplation on
the mask, which is an es-
sential phase of preparation
for the performance. The
mask, made to embody the
ideal of beauty of a “man
with small head” and so
slightly undersized as com-
pared to the body, is one of
the main instruments of ex-

pression in the performance.
That's why the modelling of
a mask is approached with
special treatment. Being

carved of wood, it is ground-

ed, whitened, polished and
painted in such a way as to
highlight an “intermediate
expression”, which is ani-
mated in the course of per-
formance by neat posture
and gesture of the actor. In
accordance with the canon,
the face is divided conven-
tionally into four sectors,
namely forehead (joy), chin
(grief), and cheekbones
(content and wrath). The
right and leit cheeks should
slightly differ from each oth-
er, though not impairing the

harmony of the whole, so
that sliding shadows would
cause in the spectator a
feeling of change in emo-
tional disposition of the
character even after a minor
turn of the actor’s head.
Each mask of one role spe-
cialization possesses an aura
of its own, which reflects the
personality and talent of its
creator, and is a unique
work of plastic art. The actor
has to determine how the
mask suits his interpretation
of the role. Having made his
choice, he carefully lifts the
mask above his head and
fixes it on his face after a
salutatory bow. This ritual is
called “entering of the
mask”, for from that mo-
ment the actor would sacri-
fice his soul and body to it.
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CAHHO I'OHI'2H —
MACKA KEI'3H

Anowns. XVIII 8.

Hepeso, aesxac, aax, peaviia.
19x16 cm.
Hue. Mo 2431 1

m e amp

t heatre

Kéean (GeaymHele ciioBa) —
conpoBoKjaaemble Ganara-
HBIMH TPIOKAMH KOMHYECKHe
CLLEHKH TMOYYHTEJbHOro Co-
e pyKaHUs, pasbirpbiBaeMbie
A8 yBeceJeHHs NyGIHKH.
[TepBonavanbio 310 GblJIH
tapcel, Henonusiemblie Gpos-
YHMH AKTE€pPaMH, KOTOPBIX
NpUIJIALLANH B CHHTOHCTCKHE
H OyLIHHCKHE XpaMbl 4
MPHBJEYEHHS NPHX0KAH BO
BPEMsl PENHIHO3HBIX Mpa3j-
uikoB. C 14—15 BB. OHH B
KavyecTBe HHTEPMEAHH BOLIIH
B npencrasienns teatpa Ho
W cTajsH GOopMOil TeaTpasibHO-
ro uckyccrsa, [nasubie neii-
CTBYIOLIHE JIH1lA BLICTYNAAH B
MacKax, Nnoapasiesiounxcs
Ha YeTblpe KaTeropuu: Goxe-
CTBA, AYXH, JIO/H, KHBOTHbIE,
Tpapuuus venosb3oBaTh mMac-
KM BOCXO[HMT K PEBHHM CHH-

TOHCTCKHM MHCTEPHAM Kdacy-
pa (Hrpsl 6OroB), CJA0KHB-
[HMCA MOA BJHAHHEM 06]]9[-
JI0B 3eMJIeleJIbYeCKOH Maruu,
KOrjla Macka HajeJsJach
CBOWCTBAMH CakpaJibHOTO
npeaMeTa M BhICTyNana cpej-
CTBOM pHTYankHoro npeobpa-
MEeHHA, 8 TAHLLBI, MAHTOMHMA,
MY3blKa H MeHHe BONJAOULAJIH
CBSI3b C MECTHBIMH Boram.

Hassaune macku Canno [on-
I'sH C JIMKOM 06€3bHbI Mpo-
HCXO[HT OT HMeHH Oo¥KecTBa
Cauno (Topueiit Baansika),
MoC/AaHIeM H MOMOUIHHKOM
KOTOPOro CYdTanach oGesbs-
Ha. Ero xyasT 10 konua 8 8.
OrpaHHYHBAJICA TpexesaMu
HeGoabwwon obaactu. B 9 B.
Gymmitckuit monax Caiité
(767—822) o6basua CaHHo
MOKPOBUTEJIEM 0P, OKpY#Ha-
IOLIAX UMTEepPaTopCKylo [HTa-
Jlellb, H BO3BEJ €ro B paHr
[oursn — “Bonaouenne

bynaut”. B exeroausix xpa-
MOBBIX TpEICTABNEHHAX 06e-
3bsina obpena cratye CanHo
ToursH, uto W Hawmo otpa-
JKeHHe B Ha3BAHWH MAaCKH
nepcoHaka, rnonajasuiero B
He3aTeANHBBIX CLEHKaX, MnoJj-
HBIX HApPOAHOTO lOMOpa, B 3a-
GaBHble cutyauud. Macku
BhIpE3a/iH H3 AMOHCKOrO KH-
napuca, HCNoJb3ysa ApeBecH-
HY TOJIbKO Yepes JlecsiTh—
JABeHaAUaTh JeT ¢ MOMEHTa
cpybku. Ilosmoeuny storo
CPOKa ee BhilepKHBAIH B
BOJle, a 3aTeM MOJABEpraiH
CTOMb JKe JUIUTeJILHON Mpo-
cywke. o 17 B., Korna no-
ABHAAach npodeccHs pesvnka
MACOK, HX H3rOTOBJIEHHEM B
OCHOBHOM 3aHHMaJMChb MOHa-
XH, AKTepbl H CKYJLNTOPHI.

Pl 59

KYOGEN MASK OF
SANNO GONGEN

Japan, 18th century.

Wood, gesso, laguer, carving.
19x16 cm.
Inv. no. 2431 1

Kyogen (mad words) is a
designation of comic acts
accompanied by penny gaff
gags, which were put on to
amuse the crowd. Originally
these were farces performed
by buskers, who were invited
to Shinto and Buddhist tem-
ples to attract laity at times
of religious holidays. Since
the 14th or 15th century
they were absorbed as side-
shows into the performances
of Noh theatre and became
the form of theatre arts. The
protagonists appeared wear-
ing the masks, which were
divided into four classes,
namely the masks of deities,
spirits, men, and animals.
The tradition of mask wear-
ing can be traced to ancient

Shinto mysteries kagura
(the games of gods), influ-
enced by the rites of agri-
cultural magic, where a
mask was conceived as a sa-
cred item and served a
means of ritual transforma-
tion, while dances, panto-
mime, music, and singing
fulfilled the contact with lo-
cal deities.

The name of this monkey-
faced mask, Sanno Gongen,
originates from the name of
deity Sanno (Lord of the
Mountains), whose messen-
ger and offsider the monkey
was. His cult by the late 8th
century was limited to a
small region. In the 9th
century Buddhist monk Sa-
icho (767—822) declared
Sanno the patron of the
mountains surrounding the

Emperor’s stronghold and
promoted him to the rank of
Gongen (incarnation of bud-
dha). At annual temple per-
formances the monkey as-
sumed the status of Sanno
Gongen, and that was re-
flected in the designation of
the mask of this character,
who usually got into a mess
in simple plays of folk hu-
mour. The masks were
carved of Japanese cypress,
using the wood only ten or
twelve years after the felling.
It was kept immersed in wa-
ter for a half of this term,
and then was dried for the
same period of time. Before
the 17th century, when the
professional mask carvers
appeared first, the masks
were made chiefly by monks,
actors, and sculptors.
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Ha. 60

MALLYOMAPY —
KYKJIA TEATPA
JIBEPYPU-HUHTE

HAnouun. XX b.

Aepeso, peavba, Aeakac, 1ax,
Gapxam, suuusra.

B. 145 ca.

Hra. Ne 1288 HB |

m e a mp

th & agd re

KykoJibublit Teatp daépypu,
oopMHBLIKICA Ha pybexe
16—17 BB., oObeaunseT B
CLEHHYECKOM JIeHCTBHH Ky-
KOJILHOE TpeicTaBJeHHe, [e-
CeHHbIH cKa3 (A3eépypH) W
PHTMHYECKOE MY3bIKaJbHOE
CONPOBOXK/IEHHE, HCIOJIHAE-
MOE Ha TPeXCTPYHHOM CsIMH-
csHe W Gapabanax. K cepe-
auHe 18 B. ckaanbiBaloTes
HCMOMHATENLCKHH KaHOH H
THNbl KYKOJ, COXpaHAILHECH
B TPaJMLUMOHHBIX TeaTpax B
Ocake (ByHpaky) u na oct-
pose Apanau. Kyk.ibl usro-
TABJHBAIOTCA B TMOJOBHHY
WK JIBe TPeTH 4YeJIOBeYeCcKo-
ro pocta W NpeicTaBisior
cof0il cO0PHYID KOHCTPYKILHIO
C NMNOJABHMXHBIMH JeTaNAMH.
losnoBy BMecTe ¢ €€l BbI-
pesarwT W3 jepesa, pasaess
HosBaHKy nomoJjam M yaanass
CepaLleBHHY, MOCJe 4ero npo-

paGaTbiBaloT JHLO, MOKpPbLIBAs
€ro rpyHToOM H MOJIeJHpys
NOJABHAKHBIE YACTH: rnasa,
6poeu, ry6ul. [Tos0BUHKH
CKJIEHBAIOTCSl, W Yepesd rues-
10 B llIee¢ BCTABAAITCA clie-
LLHAJNLHEIE TTPHCNocoBaeHNs
N1 IBHAEHHSA BCeH roJioBbl
H 3JeMEHTOB, CO31al0LLIHX
MHMHKY Jsuua. [pouece 3a-
Beplaercs packpackoi. Kyk-
Ja uzobpakaeT CTporo onpe-
JleJIeHHBIH XapakTep W COlM-
aJibHbIA THI, HO HHOIAA AN
OJHOTO NEepCoHaXa, nperep-
MeBalolulero pasjiH4Hble Me-
Tamopehosbl, eNaloT He-
CKOJILKO TOJIOB, MEHsisi HX 110
X0y CMNEKTaK/IA TaK e, Kak
H NAapHKH, YJIO0XKeHHble B Xa-
PAKTEPHYIO NPHYECKY,

PL. 60

PUPPET OF
MATSUOMARU FOR
JORURI NINGYO
THEATRE

Japan. 20th century.

Wood, carving, gesso, lacquer,
velvet, embroidery.

H. 145 em.

Inv. no. 1288 HB |

Puppet theatre joruri devel-
oped at the turn from the
16th to the 17th century
combines puppetry, narration
(joruri), and rhythmic mood
music played on three-
stringed shamisen and
drums, into single stage
play. Principles of perfor-
mance and types of puppets
preserved in traditional the-
atres in Osaka (Bunraku)
and on Awaji Island emerged
by the mid-18th century.
The puppets being a com-
posite structure with mov-
able parts are made half or
two thirds of human stature.
The head together with the
neck are carved from wood
by dividing the block into
halves and removing the
heartwood, then the face is

B knaccuyeckom penepryape
TeaTpa HCNOJb3YeTcs CBhile
70 tunos ronos. Teno dop-
MHpPYETCS KapKacom ¢ nJieve-
BOH nepeknaauHoi. Ias pyk
H HOI NpejycMaTpHBAIOTCAH
oteepcrHs. Horw — npusu-
Jlernsi KykoJs-MyxuuH. Kax-
Jylo KYKJly BEIyT TPH onepa-
Topa. Camblfi ONBITHBIA Y-
paBJsieT ToJIOBOH H NpaBoi
pyKO#, BTOpPOH — JieBoli py-
KOH, TPETHA — HOramu,

Kykna usoGpaykaer Maiyo-
Mapy, repofi CrekTak/is o
MOTHBaM JIereda o Cyranapa
Mutunzans (898—981), yue-
HOM M TOCYIdpPCTBEHHOM jlesi-
Tejle, COCAaHHOM B HarHaHue
Mo HABETY 3aBHCTHHKA. Ma-
LyOMapy OJHUETBOPSET rpe-
JIAHHOTO camypasi, KOTOpblii,
NMPHTBOPHBLIHCE H3IMEHHH -
KOM, I'IO)KePTBOBB.ﬂ paau roc-
MojHHA COGCTBEHHBIM CBIHOM.

worked up by flattening and
modelling the moving ele-
ments, such as eyes, eye-
brows, and lips. The halves
are then glued together, and
special tools to move the
head and those elements,
which allow facial gestures,
are inserted through the
groove in the neck. The pro-
cess comes to an end with
painting. The puppet repre-
sents a certain disposition
and social type, but some-
times several heads are
made for one character, who
passes through various
transformations. They are
replaced in the course of
performance, likewise the
wigs coiffured into particular
headdress are changed.
More than seventy types of
heads are employed in the
classical repertory of the

theatre. A frame with shoul-
der crosshar forms the body.
Holes for arms and legs are
left also. The legs remain a
privilege of male puppets.
Three persons manipulate
each puppet. The most ex-
perienced of them manipu-
lates the head and the right
arm, the left hand being the
responsibility of the second,
while the third would man-
age the legs.

The puppet represents Mat-
suomaru, a character from
the play based on the leg-
ends about Sugawara Michi-
zane (898—981), a scholar
and statesman, who was
sent into exile being slan-
dered by envious person.
Matsuomaru impersonates a
loyal samurai, who making
pretence of a traitor sacri-
ficed his son for the benefit
of his master.
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YTATABA KYHHUCAJIA
(TOEKVHH 111)
(1786 1864).

“3A KYJIMCAMH
TEATPA KABYKH"

Yacte TpunTHXa.

Manareas Hucumypas Exatn,
Snowun. 1811 1.

Byy., ys. keuaoepagua.
37,5x24,7 ca.
Hua. M 1062 1

m e a m p

b he a b ire

Yrarasa Kynucana yunics B
mactepckoit YraraBa Toéxy-
uu 1, ¢ 15 ner cran noanu-
cuiBathes uMeneM Kynucasa,
a B 1844 r. po3rnapun aHHa-
CTHIO XYLOKHHKOB YTaranpa W
npunsia ums Toéxkynu 111, C
1810 r. cneunanusuposancs
HCKJIIOYMTEJNBHO Ha TeaTpalib-
Heix rpasiopax. B 1811—
1813 rr. co3nan HeCKOJNbKO
TPHITHXOB, MOKA3bIBAIOIIAX
“casiTas CBATHIX' aKkTepoB —
rpHMEpHBIE, TAK Ha3blBaeMble
“zeséHbie” KOMHATHI,

K sTomy UMKy OTHOCHTCH
JueT ¢ u3obpaeHnem Beay-
utefi TeaTpasbHOR TPYNIbI

“Mopura-a3a”. XyLlo0KHHK
NO3BOJISET 3ArMIAHYTh 38 Ky-
qucel Teatpa KaGyku, yBu-
JleTh aKTepoB 3a perneTHuHei,
MPHMEPKOi KOCTIOMOB, IPH-
MHPYIOLUIHXCS H pasydHBalo-
KX posid. JIHCT KOMNO3HILH-
OHHO MOJleJleH Ha TPH YacTH,
TAK JKE KaK Ha TPH 3Taxa
JeJnnoch 3naHne Teatpa. Ha
BEPXHEM 3Ta)Ke pacroJjara-
JIHCh TPHMEpPHbIE BeylLHX
aktepos. B BepxHem npasom
yray u3obpaxeH B cpoeil
rpumepHoit akrep Casamypa
Cuporopo | (1747—1818),
CrelHaiH3npoBaBIUiics Ha
KEHCKHX pOJiAX, cJeBa — aK-
tepol Mukasa Jlanaswopo VII
(1791—1859) u HUrukana
Aparopo. B nentpe — akre-
pei CaBamypa 3iiasiopo u
Csrapa Pooko, ojnetsble B Te-
aTpadbHble KOCTIOMBL. Buuay
akrep Ounos Tocyks naer
YKa3aHHs TIPHCJIYTe 0 ejle.

s TOpuecTBa KyHncajua
cTana peaiollen serpeda ¢
OILHHM M3 BeJIHYallIHX aKTe-
pos Katykn — Htnkasa
Haunziopo VII. Macrep
u300paxan ero Ha npoTsiKe-
HHH BCeH JKH3HH, H BO BCEX
rpaBlopax noprpers Jlanisio-
po ObIIH CaMbIMH 3HAYHTE/ b~
HbiMH. B nanHoMm TpunTHxe
thurypa akrepa, BbileJeHHan
KPYIHBIM Y30pOM Ha KHMOHO
¢ ueporiingom “cuacthe”
(pyky) v BUCALLAM HAJL HHM
De/ibIM 3aHaBECOM C Ha/NM-
CAMH, TAKXKe ABJISETCH CBOe-
06pasHoil 3MOLHOHANBHON
AOMHHAHTONH Beell KOMIMO3H-
unn. Bo muorom Kyuucana
cyutectBosan Gaaropaps u-
HAHCOBON noglep:xke Kiy6a
nokaouunkos Jlanazopo,
4eHaMH KOTOporo GbliH CO-
CTOSTEJIbHBIE H OUeHb BJIHA-
TeJBHbIE JI0AH TOTO BPEMEHH.

PL. 61

UTAGAWA KUNISADA
(TOYOKUNI 111)
(1786~ 1864),

“BEHIND
THE CURTAIN OF
KABUKI THEATRE”

Part of the triptych.

Published by Nishimuraya Yohachi.
Japan. 1811,

Paper, colour woeodblock print,
37.5x24,7 cm.
fnv. no. 10621

Utagawa Kunisada received
training in the studio of
Utagawa Toyokuni I. 15
years of age he started to
sign his works with the
name of Kunisada, and in
1844 he became the head of
artists’ dynasty of Utagawa
and adopted the name Toy-
okuni II1. Since 1810 he
specialized solely on theatri-
cal prints. During 1811—
1813 he produced several
triptychs depicting a “holy
of holies” of the actors, or
their dressing rooms, so
called “green” rooms
(yakusha gakuya-e).

The sheet depicting the
leading theatrical company
Morita-za belong to this se-
ries. The artist lets us be-
hind the curtain of Kabuki
theatre, shows the actors

rehearsing, fitting their cos-
tumes, making up, and
learning their text. The
composition on the sheet is
divided into three parts, as
well as the building of the
theatre had three storeys.
The dressing rooms of lead-
ing actors were stationed at
the upper storey. The upper
right corner shows the actor
Sawamura Shirogoro |
(1747—1818), who played
female parts, in his dressing
room. To the left are the
actors Ichikawa Danjuro VII
(1791—1859) and Ichikawa
Aragoro. In the centre one
can see the actors Sawamu-
ra Eijuro and Segawa Roko,
dressed in theatre costumes.
The actor Onoe Tosuke gives
instructions concerning the
meals to servants below.

The meeting with Ichikawa
Danjuro VII, one of the
greatest performers of Ka-
buki, had a critical bearing
on Kunisada's creative work.
The master portrayed him
all his life, and in every
print the portraits of Dan-
juro were the most promi-
nent. On this triptych the
figure of the actor, distin-
guished by a large design
on kimono with a hieroglyph
meaning “fortune” (fuku)
and by white curtain with
writings hanging over him,
can also be considered a
sort of emotional dominant
of the composition as a
whole. Kunisada made both
ends meet largely due to fi-
nancial support by the club
of Danjuro fans, which
members were the wealthy
and influential people of
that time.
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Ha, 62

YTATABA KYHMCAJIA
(TOEKYHH 111
(1786—1864).

“AKTEPDBI TEATPA
KABYKH B BUIIE
TATUBHMHA — KYKOJI
JJ151 TIPA3JTHUKA
JEBOYEK?".

Snonuna, 1863 r.

Biym., ys. kcuroepaghus.
35,8x24,7 ca.
Hue. M 17665 1

m e a m p

t h e atre

Jlna noknoHHHKOB Teatpa
Kabyku XynosKHHKH BHITyCKa-
JIH CMelWanbHblie TPaBiophl K
PasIHYHBIM KaJeHIapHbiM
npasHHKaM ¢ HaoOpaxeHus -
MH MONYJNSAPHLIX aKTEPOB.
Jlannas rpasiopa Gobia Bbi-
NyLIEHa K TPeTbeMy AHIO
TPETbEro Mecala Mo JyHHOMY
Kanennapio, K [Tpasanuky ne-
Bouek — Xuna mauyypu. He-
MpemMeHHbIM aTpHOYTOM 3TOTO
npasnanuka Obiia KyKoJibHas
ropKa, MOKpHITasi KPacHLIM
cykHOM. TpajiHilHOHHO KyKJbl
uzobpaxkanu nepcova e
HMnepaTopckoro agopa. Ha
camoil BepxHeil noJike pacno-
JlarajiHeh KyKJbl HMIeparopa
M HMNEepaTpHLbl, HHIKE CTa-
BHJIHCL NMPHABOPHBIE JaMBbl,
MY3bIKAHTBI, CTPAXHHKH, M-
pylieuHas ela, yTBapb, Me-
GeJb, JepeBAHHAA MOBO3Ka.
Ha nuxHeii moske nomemianu

HIPYILEYHBIE MOLEAH MaH/a-
PHHOBOTO M NEPCHKOBOTO Jle-
peBbeB. B neGorateix cembsix
JIOPOTOH KyKoJbHBIH HaGop
MOT/IH 3aMeHATb OyMarkHbie
KYKJbl WJIH CBHTKH H rpaBio-
pul € MX H306pa)KeHHeM.

Tamubuxa — oann ¥3 cambix
JPEBHHX THIOB KyKOJ B flno-
HHH, Npoodpasom 418 KOTo-
PBIX MOCAYHKHIH MJI0CKHE Gy-
MaxKHble QHIYPKH, HCMOJb30-
BaBllHecs B 0o6pAnax ouHLIe-
HHsl, CHAITHA TOPYH U CrJiasa.
Tpamuumst uarotosienus no-
AOOHBIX KyKos npuuiia B Sno-
Huio 13 Kuras, nosromy tatu-
GuHa H3oBpaKaloTea B cTa-
PHHHBIX LEPEMOHHANBHBIX KO-
criomax. Kak npasuio, KykJja-
uMnepatop GoJiblie Mo pasme-
PY KYKJIbl-HMIIEPATPHILBL.

Ha rpasiope nonynsipusie ak-
Tepnl TeaTpa KaGykn Banno
XukocabypoV (1832—1877)
u Capamypa Toccé II (1845—
1878) nokasahbl B BHAE Ky-
KOJI UMIepaTopa H uMnepar-
PHLBI B LIEPEMOHHAJbHBIX
oneanusx nepuona Xsiian
(794—1185). IMonoGuble Keu-
qorpacHu MOIIH BhIpe3aThes
H HAKNEeHBAThCSl HAa MaTepua-
Thie H COJIOMEHHBIE 3arOTOBKH
A5 CBHTKOB. ABTOp TOHKO
HAMEK4eT Ha 5TO, MoMeliasl
nepcoHaxeil Ha creTaBlH QoH
C NATHLIKAMH, HarloMHHAa0-
LHMH BKpAIleHHsl 30J0THC-
Toi doabru. B Bepxuei n
HHXKHEN YacTH Jincra u3obpa-
JKE€HA OpHAMEHTaJIbHAH Kai-
Ma, HMHTHpylolas kpai of-
paMJIeHHs] CBHTKA.

Pi. 62

UTAGAWA KUNISADA
(TOYOKUNI 111)

(1786—1864).

“THE ACTORS OF
KABUKI THEATRE
REPRESENTED AS
TACHIBINA,

THE DOLLS FOR
GIRLS' DAY”

Japan. 1863.

Paper, colour woodblock print.
35,8x24,7 cm.
Inv. no.17665 1

The artists published special
prints with portraits of pop-
ular actors on occasions of
various holidays for enthusi-
asts of Kabuki theatre. This
print was published on the
occasion of the third day of
the third month of the lunar
calendar, that is the Girls’
day, or Hina matsuri. An
essential article of this holi-
day was a dolls’ display. Tra-
ditionally the dolls repre-
sented the members of the
emperor’s family. The dolls
of the emperor and his con-
sort were stationed at the
uppermost shelf; below them
were ladies-in-waiting, mu-
sicians, guards, toy meals,
utensils, furniture, and
wooden cart. Toy replicas of
tangerine and peach frees
were put at the lowest shelf.
In poor families paper dolls

or scrolls and prints with
their images could substi-
tute an expensive set of
dolls.

Tachibina is one of the
most ancient types of Japa-
nese dolls, their prototype
being flat paper figures used
in the rituals of purification,
curing the hoodoo and male-
fice. The tradition of making
such dolls came to Japan
irom China, that's why fa-
chibina are depicted in an-
cient ceremonial attire. As a
rule, the doll of the emperor
is larger than the doll of his
consort.

The print represents popular
actors of Kabuki theatre
Bando Hikosaburo V
(1832—1877) and Sawamura
Tossyo Il (1845—1878) in
the guise of the dolls of the
emperor and empress in cer-
emonial dress of the Heian
period (794—1185). Such
block printings could be cut
and glued to scrolls’ mounts
of cloth and straw. The artist
gives a slight hint about
that, placing the characters
on the whitish field with
spots resembling droplets of
golden foil. Ornamental bor-
der imitating the edge of
scroll's framing is depicted
on the upper and lower
parts of the sheet.
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KHUTATABA ¥YTAMAPO
(1753—1806).

“YM3TABA U TIOB3N”

Jluer us cepun “JloGopHble
NpecTaB/ieHHs MaPHOHETOK
110/l MY3bIKAJLHLI
aKKOMITaHemMeHT ",

HManareas Mopus Jlanxsi.
Snonns. [Meperpasuposka XIX 8.

bBym., ys. kcuaoepaghua.
36,5x25,0 cau.
Hus. Ne 14337 1

m e a m p

S O

Kuraraga Ytamapo — oiauu
M3 CaMbIX H3BECTHBIX M MNO-
MyASPHBIX XYLOKHHKOB
yKué-3. Uapectro, uro on
yuunacsa y xyroxuuka Topus-
ma C3ku3H. 3aTeM oH nepe-
e3)KaeT B JIOM H3BECTHOTO
uznatensn llyras Il3ocabypo
H NpHHUMAET ero (GaMuiInio
Kurarasa. B 1790-e rr.
CTaJl BHIMYCKATh CTAHKOBBIE
PPaBIOPbl ¢ MOTPYAHBIMH
NopTpeTaMH KpacasHIL OKY-
6u-3. OcHoBHasl TeMa TBOP-
yecTBa YTaMapo — CUEHLl H3
JKH3HU KypTH3aHoK. CepHio
padot “JlioGoBHbIe NpeacTas-
JIeHHsI MAPHOHETOK Mo My-
3bIKaJILHBI aKKOMIaHeMeHT”
Yramapo suimoanua s 1801 —
1802 rr. B nee BXojiuT jie-
BATh JIHCTOB ¢ H300paKeHHeM
3HAMEHHTHIX JI0OOBHBIX TEaT-
palibHbIX ApaM.

Ha rpasiope KpynHeIM na-
HOM [10Ka3aHbl MOJIOJIbIE aK-
Tepbl, CTOsIIHE 38 LIKPMOI C
kykaamu. Tlpeacraraenue,
cKopee Bcero, He HMeeT OT-
Howenust K Bynpaky, rie uc-
MOJb30BAJHCE KYKJAbl G0db-
IIero pasMepa H akTepamu
GbliH TOJLKO MYXKYHHBI, a
ABASETCA OAHONH N3 Ji06H-
TEeJbCKHX TE&TpaJlbI'lbIX no-
CTAHOBOK C MAPHOHETKAMH,
CTOJIb NMOMNYJAAPHBIX B MEPHOLL
a0 (1603—1868) u nposo-
JIMBIIMXCA B JOMAX 3HATH.
KyKkJ10BOABI pasbirpbiBaioT
cueny o eaobaenHbix TioGai
H YM3raBa M3 nbechl 3HaMe-
HUTOrO Apamatypra Tukamaiy
Monnzasmona “lonewn B npe-
ucnoaHiow”. B nbece nose-

cTByeTest o ToM, Kak Tio63i,
JUIA TOTO 4TOGLI BLIKYTHTh
BO3M0GAEHHYI0 H3 “BecEabX
KBAPTaJ0B", HCNOJBL30BA
JIeHbIH, YKPaJeHHbIE Y X035H-
Ha. B KoHue Kouuos, npe-
clelyeMble BJACTMH, BJ0O-
JIeHHbLIe BHIHYXKEHBI COBep-
WHTh JIBOHHOE camoyOui-
¢TBO. XYLOKHHK CJAOBHO
CpaBHHBAET Mapy KyK/JAOBOLOB
¢ napofl MapHOHETOK, He je-
Jasi BOJbLIKX PA3JIHYHIl B
H300paKeHHH KHBBIX Jioaei
H KYKOJ1, TPOBOJANT napaJe-
JIH BO B3aHMOOTHOLIEHHSX
obGeux nap. [Toxoxe, oHOWY-
KYKJ0BO/A MPHCYTCTBHE
napTHepiuH BoJaHyeT Godiblue,
yeM TeaTpaJjbHOe MpejcTan-
JleHHe, TaK Kak B3IJisjL ero
yCTpeMJIeH He Ha KyKJy, a Ha
CTOSILLYIO PSUIOM JIEBYILIKY.

Pl. 63

KITAGAWA UTAMARO
(1753—1806).

“UMEGAWA AND
CHUBEI"

from “Manipulations of
Love with Musical
Accompaniment” series.

Published by Mariya Jihei.
Japan. Reprint of
the late 19th century.

Paper, colour woodblock print.
36,5x25.,0 em.
Inv. no. 14337 1

Kitagawa Utamaro was one
of the most renowned and
popular artists of ukiyo-e.
He is known to study under
artist Toriyama Sekien. Later
he moved to the house of fa-
mous publisher Tsutaya Jy-
usaburo and adopted his
family name Kitagawa. In
1790s he started publishing
okubi-e bijin-ga, or shoul-
der-length portraits of beau-
ties. The life of courtesan
was the main subject matter
of Utamaro's creative work.
Utamaro made the series
entitled “Manipulations of
Love with Musical Accompa-
niment” in 1801—1802. It
consisted of nine sheets de-
picting famous romantic
stage plays.

152

The engraving gives a close-
up view of young actors
standing behind the screen
with puppets. The show
most probably has no rela-
tion to Bunraku, where the
puppets of large size were
employed and only male ac-
tors were allowed, but is one
of the amateur theatrical
performances with mario-
nettes, which were so popu-
lar during the Edo period
(1603—1868) and took place
in the houses of nobility.
The puppeteers play out the
vignette about lovers Chubei
and Umegawa from the play
of famous playwright Chika-
matsu Monzaemon “Courier
to Hell”. The play narrates
the story, how Chubei spent
the money stolen from his
master to redeem his be-

loved from the license quar-
ters. Persecuted by authori-
ties, the lovers have to com-
mit double suicide in the
end. The artist makes no
appreciable difference be-
tween depiction of humans
and puppets, as if comparing
two puppeteers with a pair
of marionettes. He draws a
parallel between mutual re-
lations of both pairs. The
boy puppeteer seems to be
concerned more with the
presence of his partner, than
with the performance, for he
looks after the girl at his
side, not on his puppet.







Ha. 64

MCHUKABA TOEMACA
(patotan 1760—1780).

“JIEBATBHIM MECSILL”

JIuer ua cepun
“HM3kicKauiblie passjiedeHus
JBEHAILATH Mecsles”,

Sinonus. [Meperpasuposka XIX 8.

Bym., ys. kcuroepagus,
25x18,4 cm.
Hue, N& 939 1

m e a m p
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HcukaBa Toémaca — npen-
CTABHTEJIb HHACTHH XyLOXK-
HUKOB McuKaBa, BO3IMOXKHO,
YYEHHK WJIH CbiH NJIaBbl LIKO-
abl Mcukasa ToénoGy. Han-
GoJiee H3BECTHBIH LMK ero
Keunorpaduit “M3abickanubie
pasBjedueHHs ABeHaNlaTH Me-
csiteB” Gbl1 BLIMOJHEH B
1779—1780 rr. noa CHJABLHBIM
BreuataeHsem ot pabor Cyn-
ayku XapyHoOy, nepsbim
BhINYCTHBLIHM aHAJOTHYHYIO
CepHIO CO CLEHAMH HIpalo-
LIHX feTed HA doHe Xapak-
TEPHbIX NPUMET BpPeMeH ro-
na. B Ha3dBaHWe UHKIA BXO-
JIUT C0BO ¢hypio (H3bICKaH-
HBI ), KOTOpPOE B JIAHHOM
KOHTeKcTe npuobperaer H
ApYroil cMmbicyl — “MOAHBIH,
nonyaspubiii”. Cepusa co-
CTOMT M3 [IBEHaAUATH JIHC-
TOB ¢ H300pameHHeM JeTc-
KHX HIp, CBA3aHHbIX C Ka-
JeHAaPHBIMH TPA3AHHKAMH.

B co6pannn My3es HaxoisaTcs
TPH JIHCTA H3 ITOH CEPHH.
Jaunas kKeuaorpadus nocss-
lleHa MEE HO CIKKY —
“ripasaHUKy XpH3aHTem”,
TPafHLHOHHO OTMeuaBIeMycs
B JEBATHIl JeHb 1eBATON
ayubl. B fInonun cymecrso-
BaJI0 NOBEPbE, 4TO XPH3aHTe-
Ma o6JiajaeT MarH4eckoil cH-
JIOH NPONIEBATL YEN0BEKY
JKH3Hb H ofecrneynBaTh emMy
foqroJertie. 3a orpaioi
H300paxKeHbl BETYLLHE XPH-
3aHTEMbl, a Nepen orpajol —
JIETH, HTPaIOLLHE B CHHTAIOU-
Ky (daopu kandsé). Bo spe-
Msi HTPbl KamIbiil U3 feteil
CHHUMAeT OjlHy CcaHjanuio. 3a-

TeM BeAyLLHH MoJ 3BYKH fe-
ceHKkH “d3opu, d3opu Kaky-
cu” (caHmaaHH, CaHIaNHu
CcnpsiTaHHbie ) NepecunThiBACT
JN30pH W ybupaet Ty caHua-
JINI0, Ha KOTOPOH 3aKaH4YHBa-
ercs necusi. M Tak no rex
nop, NOKa He OCTAHeTCH 01HA
caunanus. ToT peGeHOK, Ybsl
CaHAaNHs OCTaHeTcs rnocJae-
JIHEH, CTAHOBUTCS BeAyLIHM B
nATHalKax (oxueokko). Emy
3aBfI3bIBAIOT IJ1a3a, 0CTalb-
Hble [AeTH NPAYYT CBOIO
o6ysb. Jlanee BeaylLHil HLLET
BCE [30PH, BK/IIOYAsA CBOM
coberBennbie. Maobpamenue
Hrpaiolux aeteil Ha done
IBETYLIHX XPH3aHTEM CHHTA-
JIOCh CHMBOJIOM MOKeJaHHs
JIOJITOJIETHS NOJIPpacTalouLeMy
NMOTOMCTBY.

Pl. 64

ISHIKAWA TOYOMASA
(worked c. 1760—1780).

“THE NINTH
MONTH”

from “Elegant Entertainments
of Twelve Months” series.

Japan. Reprint of the 19th century.

Paper, colour woodblock print.
25x18,4 em.
Inv. no. 939 1

Ishikawa Toyomasa was a
member of the artistic dy-
nasty of Ishikawa, probably,
an apprentice or son of Ish-
ikawa Toyonobu, a head of
this school. “Elegant Enter-
tainments ol Twelve
Months”, the most famous
series of his block printings,
was made in 1779—1780
under strong influence from
the works of Suzuki Haruno-
bu, who was the first to
publish similar series with
images of playing children
against the background of
typical signs of seasons. The
name of the series contains
the word furyu (elegant),
which in this context as-
sumes also a meaning of
“fashionable, popular”. The
series consists of twelve
sheets depicting children’s
games, associated with cal-
endar holidays.

There are three sheets from
this series in the possession
of the Museum. The shown
block printing is dedicated
to choyo no sekku, “chry-
santhemum festival”, which
was celebrated on the ninth
day of the ninth month. In
Japanese popular belief
chrysanthemum possessed
the magical power to make
man’s life longer and impart
him with longevity. The en-
graving depicts blooming
chrysanthema behind the
fence, and children playing
hide-and-seek (zori kenju)
in front of it. In the course
of the game each child takes
one sandal off. Then the
leader re-counts the zori to
a song going “zori, zori

kakushi” (sandals, sandals
hidden) and removes the
one, on which the song
ends. This goes on until
only one sandal is left. The
child, whose sandal was left,
becomes the leader in tag
(onigokko). He is blindiold-
ed, while the other children
hide their shoes. Then the
leader looks for all the zori,
including his own. The pic-
ture of playing children
against the background of
blooming chrysanthema was
considered a symbol of wish-
ing longevity to the oncom-
ing generation.
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K3MCAHM 3MC3H
(1790—1848).

“UI'PA B KYKJIbI™

JlueT uza cepun
“IlecAThb BHIOB COBPEMEHHON
MoOBH K feTam”.

Haparens Musymus Hru6si
(Cansuti). Hnowua. 1820 r.

Bya., ya. Kcuaozpagua.

m e a m p

t h e atre

Kaiicaii Jiican, coin snoc-
ckoro kaaaurpada Cursxapy,
3aHUMAJCH KUBOIHCBIO LLIKO-
Jbl Kawo, satem nepeuwien B
macrepekylo Kukyrasa Diin-
3ana. Creuuanu3upoBacs
Ha TeaTpaJbHON rpasiope,
H300paKeHHsAX KpacaBHlL,
OblJ ABTOPOM HECKOJIBKHX
neid3aXHbBIX CepHil, a TaKKe
dyHaamenTanbHOiR Guorpa-
UM XYLOKHUKOB YKUE-3.

Cepust “Jlecsith BHAOB CO-
BpeMeHHOi JN06BH K aetam”
COCTOMT H3 IpaBiop ¢ H306-
paxkeHHsIMH KpacaBHll, yxa-
MHUBAIOLUIMX 33 1eTbMH. Ha
O/IHOM M3 JIHCTOB, XpaHs-

BOYKA, Hrpaioulas B CJA0MEH-
Hble W3 GyMard KyKjbl aua-
cama (crapuwas cecrpa). [lo-
A0GHBIE KyKIb B fnowun no-
SIBUAMCH elé B nepuon Xsii-
au (794—1185) u HOoCHIIH
ofeperoBblil Xapakrep, 4acTo
NOAHOCHJHCE Xpamam C TeMm,
yT0Obl y6epeub jeTell ot 60-
nesneii. [lepen nepoukoit
CTOHT MHHHATIOpHAaA LIHpMa
H LWIKATYJKa C PyKOdejbeM,

B yraax kamnof rpasiopbl
ITOA CEPHH B KapTyllax mo-
MelleHbl pasiuuHblie Hanbo-
Jiee H3BECTHbIE BHikl I. 3/10.
3nech n3obpaxeH napk
Cuba, raasHo# g0ocTonpHMe-
4aTeJLHOCTLI0 KOTOPOro SB-
naerca xpam Il3onsénsm, oc-

HHILA HECKOJILKHX CEryHOB
Tokyrasa. Psagom ¢ xpamom
HaXoAHTCs Kaanbuule aerei,
POJHBLLIMXCH MEPTBLIMH HJIH
CTaBLIMX KepTBAMH abopTa.
ITH NamMATHHKH BuIGpaHbl
MacTepom He caydyaiHo, 1no-
CKOJIBKY B Ha3BaHHe CepHH
BKJIOYEHO CJ0BO Kodakapa,
YTO B MNEPEHOCHOM CMbICJe
3HAYMUT “aparoleHHoe no-
TomeTBo” Han o6pa3Ho ne-
PEBOMTCH KaK “cuacThe
uMmeth jeteii”.M3obpamxenne
napka Cuba umeer ABoitHOE
3HAYEHHE: C OJHOI CTOPOHBI,
HAMEKAaeT HA MHOIOYHCJEH-
Hble caydyan abopToB B TO
Bpemd, a ¢ Apyroil — fABJsi-
eTCsl peKNamoil M3laTellb-
ctBa C3HBUTH, IJle H3laBa-
JUCh 3TH TPaBIOpLI, HAXO-
auBlierocs BOJH3M napka
Cuba. O6 3TOM roOBOPHT H
Haunkeh B Kaptywe: “Conb-
utH /nevatus/, urto ne}nen

37.5x95.7 cu. ULEMCH B My3ee, NMoKasaHbl nosanubiii B 1590 r. cérynom CBATHJMILEM B /napke
Hna. Mo 9191 KpacasHlla H MajeHbKas je- Tokyrapa Hssicy, H ychinanb- Cuba”.
Pl. 65 Keisai Eisen, son of Shige- ready in the Heian period not by chance, as the name
KEISAI EISEN haru, a calligrapher from (794—1185). They served as of the series includes the
(1790— 1848) Edo, studied painting of the protection and were often of-  word kodakara, which figu-
: Kano school, and later fered at the temples to avert  ratively means “precious off-
“PLAYING WITH moved to the studio of disease from children. Min- spring” or could be translat-
THE DOLLS” Kikugawa Eizan. He special- iature screen and casket ed as “the blessing of hav-

from “Ten Kinds of Modemn
Love of Children”.

Published by lzumiya Ichibei
(Sen'ichi). Japan. 1820.

Paper, colour woodblock print.
37,5x25,7 cm.
Inv. no. 9191

ized in theatrical prints and
pictures of beauties, made
several landscape series, and
also wrote comprehensive
biography of ukiyo-e artists.

The series entitled “Ten
Kinds of Modern Love of
Children” consists of prints
depicting beautiful women
looking after the children.
One of the sheets, preserved
in the Museum’s collection,
portrays a beautiful woman
and a small girl playing
anesama (elder sister) dolls,
folded from paper. Such
dolls appeared in Japan al-

with needlework stand in
front of the girl.

Each print from this series
has different famous town-
scapes of Edo shown in car-
touches in the corners. This
one depicts Shiba Park,
where the main monuments
of interest are the Zojoji
Temple founded in 1590 by
Shogun Tokugawa leyasu
and the shrine of several
Tokugawa shoguns. Adjacent
to the temple is the ceme-
tery of children, who were
born dead or became the
victims of abortion. The art-
ist chose these monuments

ing children™. The picture of
Shiba park has double impli-
cation: on the one hand, it
hints at numerous cases of
abortion at that time, and
on the other hand it is an
advertisement of Sen'ichi
printing house, which was
situated near Shiba park and
published these engravings.
The writing in the cartou-
che, which reads “Sen’ichi /
printing house/, which is in
front of the shrine in Shiba
/park/", tells right that.
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KYKJIA B 3EJIEHOM
KMMOHO

HAnowns, 1968 r.

[epeso, nacma coyn, weax,
MAACMMACCR, MEMALA.

B. 46 cm.

Hua. N 3024 HB |

m e a mp
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B snoxy On0 (1603—1868)
NOJIy4HJIH pacnpocTpaHenne
KYKJlbl, H3BECTHBIE MOJl Ha-
3BAHHEM YKUE HUHZE (KYKIDI
“GricTpoTeuHoro mupa’), no-
CKOJIbKY HX 06JIHK Obll Hape-
il 06pa3aMi KJlaccHUeCKoH
rpasiopbl ykué-a. Jlpyroe ux
HaHMEHOBAHHE — UCE, UTO
03HayaeT; ¢ — “CTapHHHbIHA
KOCTIOM, HanJeyHoe ojies-
Hue”, a cé — “1o6Ka-nmiax-
ta”. Kykibl npejiHazHadainch
JUIA B3pOCJOH 4acTH Hacelle-
HHSI M B KauecTBe JEKOpaTHB-
HOH CKYJbNTYpPbl NOJb30BA-
JHch 0COOLIM CIIPOCOM TOPO-
#an. Jloporocrosiine Koc-
TIOMHBIE KYKJIbl, 3aKperJeH-
Hble Ha JaKOBOH MOJICTaBKe,
110 TPajHLHK CTABHJIH Ha
MOJIKY HHILH MOKOHOMA s

ykpatenus goma. MHoraa
OHH JIOMOJHANH HAGOP KYKOJ
JUA NeTCKHX BECeHHHX flpa3£l‘
HukoB. Kykanl naotpaxanu
MOJIOABIX FOPOKAHOK, TaH-
LOBLIKL, JeBylIeK B cBajnel-
HOM Hapsiie, aKTepoB TeaTpos
Ho u KaGyku, npuaBopHbIX
kpacasuil u3 Knoto u np.

[onoBy, PYKH W HOTH KYKOJ
BhIPE3a/n U3 jepesa, HO
yaile OCHOBY U1l HHX Jenasn
M3 HECKOJIbKHX CJI0€B Mpo-
kneenHoi Tkauu. Teno Gulio
TPS{HH‘{HI:IM, H TOJbLKO BhICO-
KOXyI0XKecTBeHHble 06pasiibl
OLIIH MOJHOCTBIO IepeBsiH-
HbIMH, JIHLLO U PYKH MOKPbI-
BaJM nacToi eogyH M3 no-
polIKa TiepJaamyTpa uiaH oe-
JIMJIAMH, 3aTeM MOJHPOBAJH H
packpaunsaan KHcTbio. Bo-
Jlochl OBLIH BHLIOKEHBI TOH-
KHMH LIEJKOBbIMH HHUTSMH.

Yrobbl 01eTh KyKJy B KHMO-
HO, LIEJK HJH Nap4y KpOWJIH
Ha YACTH M CKJIEHBaJH TaKHM
o6pazom, 4ToGbl TKaHb J0-
HHJIACH €CTeCTREHHO, CBO-
GOJHBIMH CKJAKAMHA.

[MpeacrapaeHHas Kykaa 06-
JlayeHa B NpasfiHH4yHOEe Ofes-
HHE: 3TO cTapuHHoe Genoe
KHMOHO THNA KOcod3a (KopoT-
KHe pPYKapd) ¢ 30J0ThIMH
y30paMH, CTAHYTOE WHPOKHAM
yepHuIM 00U H Geasim o6u-
d3uma (MoAc, NOBA3ZAHHBINA
nopepx 00w ), TEMHO-3eJIeH0E
NajbTo YmuKaks ¢ HebiMu
H DpaH}KEBHMH JIHCTLAMH
rHHKO H KneHa. Meakune je-
TaNMH — KHHXXKa H KOllIeJeK
nonogHsaioT KoctioM. [lo xa-
pakTepy y3opos Ha KHMOHO
MOMKHO OMpeiesiuTh Ce30H —
0CeHb, a TakKiKe MNpeanoJo-
JKHTh, MTO JKeHLMHa cobHpa-
eTesl Ha npasjHuk abosa-
HHA KJICHAMH.

Pl 66

DOLL IN GREEN
KIMONO

Japan. 1968.

Wood, gofun paste, silk,
plastic, metal.

H. 46 cm.

Inv. no. 3024 HB |

The Edo period (1603—
1868) was marked by popu-
larity of the dolls known un-
der the name of ukiyo
ningyo (the dolls of “transi-
tory world”), because their
layout was influenced by the
imagery of classical prints
ukiyo-e. They are known
also as isho, which is a
combination of words i,
“ancient dress, robe”, and
sho, “wraparound skirt”.
The dolls were made for
adults and were in great de-
mand among townsfolk in
capacity of decorative sculp-
ture. In accordance with the
tradition, expensive dressed
dolls fixed to lacquer stand
were stationed on the shelf
of tokonoma niche to deco-
rate the house. Sometimes
they were added to a set of
dolls for spring children hol-

idays. The dolls represented
young townswomen, danc-
ers, girls in wedding gown,
actors of Noh and Kabuki
theatres, court beauties
from Kyoto, etc.

The head, arms, and legs of
the dolls were carved from
wood, but more often their
frame was made of several
layers of pasted cloth. The
body was made of rags; only
art-form specimens were en-
tirely wooden. The face and
hands were covered with go-
fun paste made of mother-
of-pearl powder or with
ceruse, and then polished
and painted with brush. The
hair was lined with thin silk

threads. To dress the puppet
in kimono, silk or brocade
was cut out and pasted so
that the fabric fell uncon-
strained, in loose pleats.

The doll shown here is
dressed in festive attire. It
consists of antique white ki-
mono of kosode (short
sleeves) type with golden or-
naments, tied up by broad
black obi and white obi-
jime (girdle tied up atop
obi), and deep-green
uchikake coat with white
and orange leaves of ginkgo
and maple. Small accesso-
ries, the book and the purse,
complete the dress. The pat-
tern of design on kimono
makes it possible to deter-
mine the season, that is au-
tumn, and also surmise that
the woman is going to the
festival of autumn maple
trees viewing.
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TAHLIOBILIMLIA
C BEEPOM —
KYKJIA THTTA YKME

Anouus, 1981 r.

Tunc, wear, napua.
B. 44 cx.
Hus. Ne 18404 1

m e a m p

t h eatre

3HayuTe/IbHAs POJiL B CJlO-
MeHHH 00pa3Holl CHCTEMBI H
XY/LOKECTBEHHOTO A3bIKA KYy-
KOJ YKUE NIPUHALIEKHT
KJACCHYEeCKOH ANOHCKOH rpa-
Biope Ha nepese. B nouckax
CIOXKETOB HIPYLIEHHHKH 3a4a-
CTYI0 00pallaiiCh K KCHIO-
rpaHyecKMM KHUFam M rpa-
(huueckum auctam ¢ H3obpa-
MKEHHEM H3BECTHLIX KpacaBHIL
H TeaTpaibHbIX NepcoHaKeil.
Kyknsl ykué paccmatpupa-
JIHCh KaK OXKUBLIKHE 00pasbl
TpajHUHOHHOH rpaBiophl, 06-
peTuiHe pealbHOe MJIacTH-
yeckoe Borioulenue. Xyaox-
HHKH CTPEMHJIHCL BO BCeX
MoApOOHOCTAX BOCTPOH3BECTH
TPajHUMOHHLIH KOCTIOM, Tila-
TeJLHO ToAGHpaH akcecceya-
pbl: Beepa, KOLIe/IbKH, YKpa-

weHust npuuecku. Bmecre ¢
TEeM, MaToBasd HEXHOCTh JIHIL,
SIPKOCTh T1a3, OJeCcK MCCHHS -
YepPHBIX BOJIOC, OCJENHTeb-
Hblfl KOJIOPHT LBETHBIX IeJI-
KOBBIX H Nap4yoBbiX O Ky-
KOJILHBIX MepCoHaKel coaa-
Ba/JH YAMBHTENbHLIH JeKopa-
THBHBIA 3dekr.

Kaxnplit rog B Mae co Beeil
SInoHnuKH No TpamHlHKH Cbhes-
atotes B Knoto skenawiume
noJ060BaTheA TaHLLAMH
Matko — yueHui refur. 3To
TAHHCTBEHHOE M MPAasiHHYHOE
JIeCTBO 3anevaTyieHo B KyK-
Jie Ucé — WM3AILHOM, XPYNKoi,
S-ob6pasnoit gurypke aesyui-
KH, H30THYBILUEHCH B TaHLE.
Ona ojteta B opaH/KeBoe
napuoBoe KHMOHO THNa gy-
pucods, BOPOTHUK KOTOPOTO
HaMEpeHHO ONylleH, OTKPbI-

Basi U3SILLHBLIH H3ruG 1eH.
BepxHee uepHoe, yKpalieH-
HO€ 30JI0THIMH XPH3aHTEMaMH
oJesiHHE YMUKAKS HATJO-
BUHY CHATO W OTKMHYTO Ha
NOAC, KOHILBI KOTOPOro He
3aBfi3aHbl, @ ONYLLEHbl BHH3.
B pykax ckJaaHo# Beep oeu,
MONYJAAPHbIH Y TAHILOBLLHIL H
reiitn. Ero unoraa mmenyior
“cosiHeuHBIM” H3-3a BHellHe-
ro BHjaa, HANOMHHAIOLLETO
4aCTh CONTHEYHOTO JHCKa ¢
nyuamu. Jlerkoctb B CKajbl-
BAHHH H PAa3BOPAYHBAHHH Be-
epa Mo3BoJisjia TaHUOBILKIAM
HE TOJbLKO BHPTYO3HO MaHH-
nyJHPOBaTh HM BO BpeMms
TaHlla, HO W NepelaBaTh 3a-
TaeHHBIE YYBCTBA M HIPYy
IMOLLHH.

Pl. 67

DANCER WITH FAN,
THE DOLL OF
UKIYO TYPE

Japan. 1981.

Gesso, silk, brocade.
H. 44 cm.
Inv. no, 18404 1

Classical Japanese wood-
print played a major role in
the shaping ol figurative
system and artistic language
of ukiyo dolls. Looking for
subjects, toy-makers often
resorted to block books and
woodblock prints depicting
famous beauties and theatri-
cal characters. Ukiyo dolls
were considered animated
imagery of traditional en-
graving, which found real
plastic embodiment. The art-
ists strived to reproduce tra-
ditional dress in every detail
and carefully selected the
accessories, such as fans,

purses, and ornaments of
the hairdo. At the same
time, mat delicacy of faces,
brightness of eyes, shining
of blue-black hair, dazzling
coloration of variegated silk,
and brocade dresses of the
dolls’ characters produced
amazing decorative eifect.

By tradition, each year in
May people from all over Ja-
pan, whishing to see the
dances of maiko, the ap-
prentices of geishas, come
to Kyoto. This mysterious
and festive occasion is por-
trayed in isho doll, an ele-
gant, fragile, S-like figurine
of a girl bent in her dance.
She wears orange brocade

kimono of furisode type, its
collar wilfully folded, open-
ing delicate tournure of her
neck. Black upper garment
uchikake, decorated with
golden chrysanthema, is
hali-pulled off and dropped
on the girdle, the ends of
which are not tied up, but
left hung. She holds folding
fan ogi, popular among
dancers and geishas, in her
hands. It is sometimes
called “solar fan” because of
its form resembling a part of
sun-disc. The ease, with
which the fan could be fold-
ed and unfolded, allowed the
dancers not only o manipu-
late it with virtuosity while
dancing, but also to trans-
fuse secret feelings and the
play of emotions.
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WI'PYILIKH
KOHb Y BEPBJIIO

Hnana, Pamkactxan, 1970-¢ rr.

Traws, coroma, Gy,
RPANCA, MULYpPa.

B. 30; 50 cu.

Hue, No 5740 11, 5660 11

t h e atre

Cpeau TpaiulUHi NpazjiHuY-
HO# KyabTypsl Muaum nep-
BOE MECTO l'lpHHa,[lJ'le}KHT
sipMapke — amead. JTo noj-
JHHHOE KHTEHHE HApOAHOH
u3Hu. PasznouseTtbe njo-
JLOB 3eMJIH, BbIPALLEHHBIX
KpecTbAHHHOM, BCTpevaercs
C MblAKWWKUMH KpaCKaMH
H3leJUH CeJIbCKHX W ropoj-
CKHX peMec/IeHHHKOB, 3dnax
NpsSHOCTEN CMelIHBAeTes ¢
apoMaroM JbIMKa OT JKapoBeH
C OpellKaMH, BbIKPDHKH pas-
HOCHHKOB TOBapa chjeTalwTcs
¢ necHsiMM Gpoasiuero nesua,
nepesasoH Opac/eToB BTOPHT
CTYKY MOJIOTKOB Ga3apHoro
mennuka. HMummitckuii pemec-

JIEHHHK uacto paboTaer
npsimMo B Toprosom paay. Ha
riiasax nokynatens noj yme-
JILIMH PYKaMH pOXKAaeTcs H
paciBeTaeT y3op, M co3laHue
ero — 3TO 3peJidille, KoTopoe
MAHHUT He MeHblle, 4em pe-
ayasrat. Macrep-KyKoJdbHHK
YAHBHTENbHO OLICTPO H3 TPH-
noyek, OYCHH, LUBETHOH wwiep-
CTH H OJIECTOK MOTOBHT Hr-
PYUIKY, YTOOLI TYT € Mpo-
JlaTh €¢ WJH 3Ke OTCTABHTL B
CTOPOHY, 100aBUTH K Heil
NapTHEPOB — H BOT yXKe pa-
3LIFPLIBAETCA MpeACTaBJeHH e,
[epou-BCaJHUKH CKauyT JIpyT
Ha Jpyra ¢ MOAHATHIMH Meua-
MH, KHIIHT CpaxkKeHue, Kpaca-
BHLBl BCTpeyanT nobeauTe-
A5, ocBoOOAMBLIETO HX OT
3J00eee, — H BCe 3TO OO0
neHue TOTO e yMeJbld.

FIMeHHO TaKue WrpyLIKH Je-
JAKT peMec/]eHHHKH-CKa3H-
Tean Pamkactxana. B stom
Kpaw CKOTOBOIOB coOHpaloT-
¢si camble Godiblune Bepoaio-
AKbH SPMaPKH, Ha HHUX NpHe3-
AT CEMbSIMH H MOL0JTY
JKHBYT B nmanatkax. Bmecre c
JKUBBIMH KOpabJsAMH MYCTBIHH
¢ cofoi yBeayT U MX MaleHb-
ke noaoGus. Yepnaa TKamb,
nHaburas COJIOMOH, npespa-
IIAETCS B BbIPa3UTeIbHbIE
CKYJIbNTYPbl BEPOJTIOL0B,
CJIOHOB, KOHefll u GyiBosIOB, a
Oychl, sipKas lWepcTsHas nps-
Ka W Oaectdlllas MULIYpa,
KOHTPACTHO BbI1eJAACL Ha
uepHOoM thoHe, 1esal0T HX Ha-
PAIAHBIMH W PALylOLUIHMH [J1as.
Takyio HIpyIIKY AeTH YHOCAT
¢ APMapKH JIOMOH, a8 BMecTe
C Heil — M JIereHjly o cjiaB-
HLIX TE€pOsiX, NPONeTyIo W pa-
3LITPAHHYI0 B HMIIPOBH3HPO-
BaHHOM OanaraHuuke.

PL. 68
TOY STEED AND
CAMEL

India, Rajasthan. 1970s.

Textile, straw, beads, yarn, tinsel.
H. 30; 50 em.
Inv, nos, 5740 11, 5660 1

Fair, or mela, occupies top
position among the tradi-
tions of festive culture of In-
dia. It is a genuine ebul-
lience of folk life. The varie-
gation of earth's yield grown
by peasant meets the blaz-
ing colours of rural and ur-
ban artisans' produce, the
scent of spices mixes with
smoky odour from the fryers
with nuts, the outery of ped-
lars entwine into the songs
of cantabank, and the chime
of bangles echoes the ham-
mering of market copper-
smith. An Indian craftsman
often works right at the
marketplace. The pattern
arises and becomes refined
beneath the customer’s

eyes, its creation is an en-
tertainment that lures no
lesser, than the outcome.
Craftsman-puppeteer pre-
pares a puppet from rags,
beads, coloured wool, and
spangles in no time to sell
it right there or to put
aside, add some compan-
ions, and here starts the
show. Mounted characters
race to each other with
raised swords, the battle
rages, the beauties welcome
the winner, who freed them
from the villain, all these
accompanied by singing of
the same master. It is just
the case with the toys made

by artisans-storytellers of
Rajasthan. This land of cat-
tle breeders is renowned for
the biggest camel fairs,
where people come en
famille and live in tents for
quite a long time. The
“ships of the desert” would
be accompanied by their
small copies on a way back.
Black cloth packed with
straw turns to expressional
figures of camels, elephants,
horses, and bufialoes, while
beads, bright woollen yarn,
and shiny tinsel showing up
against the black back-
ground make them look fine
and eye-filling. The children,
who were at the fair, would
bring the toy home, together
with a legend about glorious
heroes, sung and performed
in a makeshift booth.
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Ha. 69

“BEMTAHJIAMS
JIAPUT CJIOHA",
“MAIIM U TUTP”

Musama, r. Maran. 1970-e rr.

Nwna, Gymaza, pocnucs.
B. 19,5; 20,7 cn.
Hus. M 5751 11, 5744 I

m e a m p

t h e atre

MunuaTiopHas riuHsHas
CKYJBNTYPa U31aBHA HCNOJb-
syetcsi B MbsiHMe Kak B
OBITY, TAK W B TPaAHUHOHHBIX
putyanax. Ee nponcxoxienne
ps HecJeloBaTe el CBA3H -
BaeT ¢ aHHMHCTHUECKHM
KyJabTOM jyXoB Hamos. Co-
FJIACHO MECTHBIM BEpOBAHH-
AM, KayIblH 0OBEKT MPHPOb
(cosHue, nyHa, 1epesbs,
KaMHH, PEKM, KUBOTHbIE,
JloMa M T.J.) HMeeT CBOero
JlyXa HaTta, KOTOPbii MOKET
KaK NMOKPOBHTENbCTBOBATD
4eJOBEKY, TaK H BPEIHTb eMY.
YroObl YMHJIOCTHBHTL JIyXOB,
HX TAMHSAHBIM H30GpaXKeHUAM
B BHE aHTPONOMOPOHLIX (-
IYpPoOK MOKJIOHAJIHCH H fe/ann
noanowenns, C snoxu Ia-
raHckoro Koposesctea (11—
13 BB.), Korna OyAIH3M Opra-
HHYHO BIIMCAJ B CBOIO PeJiH-

FHO3HYI0 CHCTEMY Ky/IbT Ha-
TOB, B TJHHSHOH NJACTHKE
NnosiBUJIHCE GYIHHCKHE TEMBI.
Torna e caoxKuICH €e JaKo-
HHYHO- BLIPA3HTebH blil
cTHIb. CoBpeMeHHble MacTe-
pa co3naioT U3 HeoOoHIKeH-
HOWM TJIMHBI HE TOJBKO OT-
JledibHble QUIYPKH, HO H Le-
Jible KOMIO3HIHH 110 MOTHBAM
MbSAHMAHCKHX CKa30K H Oy/1-
JIHHCKHX /DKATaK — HCTOPHI
0 NpPeibIyILIHX BOMJIOUIEHHAX
By, Oco6enno 4acto ua-
JIOCTPHPYETCSH ero npeino-
caeaHee pomienne B oGpase
uteaporo nputna Befiranaain
(“Beccantapa-/Karaka” ).
OjiHa H3 My3€HHBIX CKYJibIl-
TYp MOKA3LIBAET 3MH30/ Ja-
peHHsl MPHHIEM HYIeCHOTO
feqoro cjoHa (CHMBOJIA Npo-
(BeTaHUs KOpOJIeBeTBa) No-
CAaHHHKY H3 COCe]Hel cTpa-
Hbl, 3a 4TO KOPOJb OTIPABHJI
Beiitannaiiio B M3rHamnue.

Jlpyras KOMIO3HIHA Npes-
craBnsieT Keny npurua Manm
B Jlecy, IJie THIp MpensTeTBy-
eT ee BO3BpallleHHIO B Jiec-
HYIO XIDKHHY, B TO BpeMsl Kak
BEJHKOIYLIHbIA Cynpyr oT/a-
eT HX JeTell B yciyxenue
rpunssiieMy oGJIHK Gpaxmana
ooxkecTBy Tawmamuny. Ha-
3BaHMA CLEH MacTep nomec-
THJI, KaK TPHHATO, Ha [PAMO-
YTOJIBHBIX MOJICTaBKaX CKYJIb-
nTYypHLIX MHHHaTiop. B Hauiu
JIHH POANTEJIH, NMOKa3LIBasl
JIETAM TaKHe sIPKO packpa-
LIEHHBIE 1€KOPAaTHBHbBIE HI-
PYLUKH, PasbirpeiBAIOT MOPOR
MaJieHbKHE CNEKTAK/IH Ha H3-
BECTHBIE CIOMKeTHl, pHobmasn
TEM CaMBIM JleTeH K Tpaanllu-
OHHBIM JYXOBHBIM LLEHHOCTHM.

PL. 69

“VEITHANDAYA
OFFERING AN
ELEPHANT",
“MADI WITH
THE TIGER”

Myanmar, Bagan. 1970s.

Clay, paper, painting.
H. 19,5: 20,7 em.
Inv, nos. 5751 I, 5744 11

Miniature clay imagery was
employed in everyday life
and traditional rituals of
Myanmar since early times.
Some researchers trace its
origin to animistic cult of
nat spirits. According to lo-
cal beliefs, each natural ob-
ject, such as the sun, the
moon, trees, stones, rivers,
animals, houses, etc., has
its own spirit called nat,
who can favour man and
harm him as well. To placate
the spirits their clay images
in the shape of anthropo-
morphous figurines were
worshiped and served with
offerings. Buddhist themes
were introduced to clay
plastic art as early as the
Bagan period (11th—13th

centuries), when Buddhism
embraced the cult of nats in
its fold. Laconic, yet expres-
sive style of this plastic art
was also developed then.
Unburnt clay serves modern
craftsmen to make not just
individual figurines, but
complex groups based on
Myanmar folklore and Bud-
dhist jatakas, or stories oi
Buddha's former births. His
next-to-last birth as gener-
ous prince Veithandaya
(“Vessantara-jataka”) is por-
trayed most often. One of
the sculptures from the Mu-
seum’s collection shows a
scene of prince’s offering of
magnificent white elephant
(a symbol of prosperity of
the kingdom) to an envoy
from neighbouring country,
which caused the king to

send Veithandaya into exile.
Another composition shows
his wife Madi in the jungle,
where the tiger bars her
passage to a forest hut,
when her great-hearted hus-
band donates their children
to Thagya-min (the Lord of
Gods) disguised as brah-
man. In accordance with the
custom the master inscribed
the names of the scenes on
square bases of plastic im-
ages. Nowadays the parents
show these vividly painted
decorative toys to their chil-
dren and sometimes even
act out small performances
aiter famous stories, thus
introducing the young to
traditional values.
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Ha npomaxcenuu sexos, Hawu-
HAA € 3N0XU paxHe20 cpedyeae-
kosva, 8 kyaemype Kumas (a
nosme u dpyeux cmpan Haao-
HEeBOCMOYHO20 pe2uona) npe-
obaadaouum cmanosumca ude-
aa dyxosHocmu u 8ce, 4mo
O6lA0  CBAZAHO € MNOHAMUEM
83Hb, KOmMopoe docio8HO nepe-
godumci kak “"Kyasmypa”, HO
umeem foaee WUPOKOE FHAYE-
Hue. 3HAK B3Hb asagemcs
KAIOHeGbM Oa MHOZUX EMBLCAO-
aulx noHamuil, sxodum 6 pas-
AUYHBIE CAOBOCOYHEMAHUL: BIHb-
Y3bl (NUCOMEHHOCMb), B3HbAHD
(nucomerHbill A3bIK), BIHOHCIHG
(oOpazosanHbil HEA108EK, UH-
meanexmyaan). Oceoenue uepo-
eauuueckon  nUCOMEHHOCMU
Obiao conpaweno ¢ Goavuwumu
mpydHocmaMu, & moaisko 00-
pazosannsie awodu, cdaswue

QOver the ages, since the early
mediaeval times, the culture of
China (and subsequently that
of the other countries of the
Far East) was dominated with
the ideal of spirituality and
everything connected with the
concept of wen, literally mean-
ing “culture”, but which has a
broader meaning. The charac-
ter wen is essential for a num-
ber of notions and is a part of
various word-groups, such as
wenzi (literature), wenyan
(written language), and wen-
ren (literate, intellectual).
The mastering of texts was a
complicated labour, and only
the literati, who passed diffi-
cult competitive examinations,
joined the ranks of intellectual
elite and could be assigned to

CAONMHBIE KOHKYPCHBIE 3K3AME-
Hbl, CIAHOBUAUCH 3aumoid 00-
wecmaa, um Owa  omkpoim
nymo K eocydapcmeennum no-
cmam, OHU MO2AU npodeu-
2amecqa no caymedHod uepap-
xuueckou necmuuye. Cucmema
IK3ameHos Ovtaa 8 onpedene-
HOU Mepe deMoKpamuyHon: ua-
gecmuo, 4mo daxe soxodiyn
us kpecmoaHckux cemett 6 Ku-
mae u 6o Bvemuame cmanosu-
AUCH UIBECMHLMU YYEHBMU,
NOAUMUYeCcKUMU degmeramu u
npasumeanamu. Noamomy npeo-
cmasgument COYUAIbHHX HUIOB
Hepedko omdasaiu nocaedHue
denveu na oGyueHue colHoBeld,
ymoboe oHu cmaau “bozamemu
U ZHamHbMu” U APOCAABUAU
c8OU CeMbll.

B Kumae ymsepmdaemcs
nodaunnvil nuemem neped
MUCOMEHHBIM 3HAKOM, neped
areM meM, 4mo axodum 8 Ka-
Mezopu 83Hb U OKpYy¥aem
ucmurnozo yuwenoco. B 4 a.
ckradvsaemcs csoeobpasnbil
CMuAb MWUIHU, B COOMBEM-

CMBUL C KOMOPBLIM UHMeANeK-
myaast, ciedys udeam daocusma,
ede naubGoaee samHoll Obaa Ka-
meeopuil  U3BINCAHG (ecme-
CMBEHHOCMb), OMKA3IbEAIOMC
om Kapoepbi HUHOBHUKA U nped-
nosumarom ceobodrioe maopue-
Ccmeo 8 YyeduHeHHbX Mecmax Ha
AoHe npupodu. BonaoweHuem
amuieckoeo udeaia das MHOEUX
ROKOAEHUN UHMEANeKMYaios
CMAHOBAMCA MaxKue soldaouu -
eca deameau Kyibmypol, Kax
kaaauepagh Ban Cuumcu (4 8.),
noamet Tao Danemun (4 8.), Jlu
bo (8 8.), u MHoeue dpyeue,
OMKAZABWUECH OM  BHCOKUX
doancrocmedi npu deope. Cosep-
WEHHBM MOYUMAACH HEA08€K,
Komopelll 68 caoem obpase wus-
HUu caedosaa “sempy u nomoxy”
(gpanarw ). Imo Guia coznamens-
HOUL yxod om oguyuailvHelx ye-
MaHosoK, “Deecmso om peaisb-
Hocmu", om “obwmeamervckoi

career of an official and chose
free creative work in secluded
places out in the country,
emerged in the 4th century.
The generations of Chinese li-
terati found personification of
their moral ideal in such emi-
nent personalities as the cal-
ligrapher Wang Xi-zhi (4th
century), the poets Tao Yuan-
ming (4th century), Li Bai
(8th century), and many oih-
ers who relinquished high po-
sitions at court. A man, who
emulated “wind flowing”
(fengliu) in his way of life,
was considered to reach perfec-
tion. It was a wilful renuncia-
tion of formal arrangements,
“an escape from reality”, from
“philistine filth”. Such trends
became especially visible in
critical and even tragic periods

the posts of officials and enjoy
promotion. The system of ex-
aminations was to a certain
degree open: in China and
Vietnam even the sons of
peasant families are known lo
become famous scholars, ad-
ministrators and rulers. This
helps to explain why the poor
often spent their last money to
educate their children, so that
they would be “rich and no-
ble” and bring honour to their
families.

A genuine veneration for in-
scribed ideographs and every-
thing which was related to the
notion of wen and surrounded
a true scholar in general was
developed in China. A peculiar
way of life, according to which
the literati following the con-
cepts of Taoism, where the
idea of ziran (naturalness or
spontaneity) was the most im-
portant notion, renounced the
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cpasu”. lodobuwe mendenyuu
COOEHHO YCUAUBAAUCH 8 nepe-
toMune, nodyac mpazuweckue
puodet Kumadckod ucmopuu,
JAHHWE €O CMeHOou OJuHac-
mud, cMymamu, WUHO3EMHbIMU
eanuamu. Koe-kmo us 06-
PA308AXKBLX AK00el co3Hamens-
=0 OCMAsAACa npu HOBLLX &aac-
caedys Koupyyuanckoi

mpaduyuu “Hacmasienus npa-
sumeted”, “obyyenus sapsa-
pos”, HO HeKomopoie npedcma-
SumeAu 3aumo nepexoouiu 8

TaE OYX08HOU ONNO3uyUL, Bbi-
maxum o00paszom ceol
T npomus “Hecosep-
sa Mmupa”.
YecKue YycmaHosKu ca-
wsie mecHuM 06pas3oMm nepenae-
MAIUCE € MBOPYECNEOM, PA3EU-
SQMWUMCE 8 COOMBEMCMBUL C
. "AEHHBMI 3CMEMUHecKumu
HAMU, 3aumMcmeosam-
Purocopuu daocusma u
idusma. CoeaacHo no-
am nocaeduezo, uaiio-
Mupa He MoMem

FawWdas

Obimos nOCMuSHYMa A02UYECKUM
nymem, a MoibKo NPU NOMOWU
daumenvroll medumayui, geH-
HAIOWENCH BHE3ANHBIM 03aPeHuU -
em. Haobpasumeavrnomy uckyc-
cmey 8 pamkax danHol puioco-
¢uu npudasaroce ocHogONOAA-
zawiyee 3navenue, ubo oHoO
ObA0 ompaxenuesm ecrmecmeaen -
HOCIMU CO3HAHUS U UMNYABCUA -
Hocmu meopweckozo akma. Ha
nepabili  naan esidguzaemcs
ApUHyuUn UHMYUMUBHO20 no-
SHAHUA npupodsl sewet u geie-
Hutl. B npoussedenusx uckycem-
B4 NPUCYMCMBYIOM NOBbLLUEH -
HAA 3KCAPECCUs U BReYamicHue
HEKOMopoL HesasepueHocmu,

Cmuab wusznu 8 dyxe ghanaio,
sapodusuiuica ewe 8 4 a., doc-
mueaem ceoeeo anoees 8 cepe-
dune 17 &. nocre mansumypcKo-
c0 Fa80esAHUA U YCMaHOBACHUA
durnacmuu lun (1644—1912).

OH”O:}HI{NOHHU HacmpoeHHble
UHMeANCKMyais YCmpemuiucs
Ha we, 8 paton [zannanu
(deavma pexu Suyse ), Komo-
puill crasuaca wydecHsimu yeoa-
Kamu npupode.. 3dece cozdarwm-
cA paszaudHsie cmyduu, obwvedu -
HAOWUE e0UHOMBIIMACHHUKOR,
ucnosedyiowux udew omoxcde-
cmaienus xydoxecmeentol de-
Ameavnocmu u obpaza mMusHu.
Hauboaee scerannol obumevio
umymeeo yeduHenus YHenozo
CMAHOBUMCA CKPOMHOIL npuiom
8 e2opax uau 8 OGambykosodil
powe, Komopsitl 00pasHo Haiol-
gawm “"MpocmHUKOBON XUNCU -
Hou". Hagecmuoii meopemur u
musonucey Ju Kuxya (1565—
1635) mak onucaa udearvryio
emyduio, 2de MONCHO meopums:

>se history, when a
ew dynasty emerged or the
couniry was ravaged by unrest
foreign aggression. A few
iterati would voluntarily
0 new authorities, fol-
he Confucian tradition
nition of rulers”, “in-
truction of the barbarians”,
while some of the nobles
zould join the ranks of spiri-
[ opposition, thus express-
their protest against the
imperfection of the world”.
Mloral principles were close-
y interrelated with creative
work, which progressed in ac-
cordance with certain aesthetic
notions adopted from Taoist
and Chan Buddhist philoso-

.

phy. The tenets of the latter
claimed that illusiveness could
not be beheld speculatively; it
revealed itself through sus-
tained meditation culminating
in a sudden enlightenment.
This philosophy attached spe-
cial significance to the fine
arts, for it was a reflection of
a naturalness of mind and the
impetuosity of the creative act.
Thus, the principle of intuitive
comprehension of the nature of
things was brought to the fore-
front, and the works of art be-
came highly expressive, gaining
the note of a certain incom-
pleteness at the same tfime.
The lifestyle of the fengliu
fashion, the origins of which
can be traced back to the 4th
century, reached its apogee by
the mid-17th century after the
Manchu conquest and the es-
tablishment of the Qing dy-
nasty (1644—1912). Dissident
literati rushed to the south, to

the region of Jiangnan (in the
Yangitze delta), which was re-
nowned for its wonderful land-
scape, Various studios uniting
those who advocated the no-
tion of the matching of artistic
activities to a way of life, were
established there. The most de-
sired abode of a solitude-seek-
ing scholar became a humble
shelter in the mountains or in
the bamboo grove, called figu-
ratively a “reed cabin”. Li
Rihua, famous theorist and
painter (1565—1635) pgave
the following description of an
ideal studio for creative work:
“Several pavilions, from which
the clouds and mists could be
viewed, should be built at the
spot, where the stream runs
among the hills. Bamboo
would be on the one side, and
aromatic herbs and moss be-
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‘Ha mom mecme, zde pyuei
cmpyumes  Memdy xoamamu,
doAMCHbL CIMOAMb HECKOAbKO Na-
BUALOHOB, OMKYIa MONHO 060-
apesame obaaka u myman. C
odnold cmoponst — fGambyk, ¢
dpyeot — apomammusie mpasst u
MOX cpedu Kamued, causa ¢ Kpu-
BOLMU BEMBAMU, BbICOKAA COCHA,
CKB03b Bemeu KOmopol soeis-
dsigaem Apkan ayna. B socmoy-
HbBLX MOKORX — u3ydenue daoc-
CKux mpakmamos u Oyooutickuy
cymp, 6 3anadHelx — KOHQYyu-
auckoud Karaccuku”. Humepoeps
nodoGHbX XUNUH OdopMALAUCH
OHENL CKPOMHO, HO 8 MO e
BPeMA UIbICKAHHO.

Yedunenue nocmenenno npe-
spawjaemca 8 c80e0bpaanyio
MOOY UHMEANeKMYAAbHOL IAN-
met, 3axsambigad dame npu-
dsopHsle u ouyualbHbe Kpyeu.
Jlag smHo2ux “Gezemao om pe-
arvrHocmu” ocmasaioce wecGni-
MOUHBIM UDCAAOM, U eMY HAXO-

duau adexeamuyio sameny. He-
KUM npoobpaszom “mpocmuuko-
8O0 Xudcunot” Gotau “Kabuxemn
yuennx”, Komopue 2opazdo
Hawe HaxoduAucs 8 4epme eo-
poda uau dawce 8 anapmamen -
max anamu, 4em 8 yOaAeHHbiX
Om MUPCKOL cyemst yeoakax
npupodei. Kaburnem yuenoeo —
MO HE CMOALKO MeCmo 0aa 3a-
HAMuUL, cKoavko onpederernoe
Xxydoaecmeennoe noHamue, u
He BAMHO, KOMY OH npuHadie-
HHaa. Imo 8 NOAHOM cMbicAe
ciosa npubexuuje Heioseka
BHCOKOZ0 8KYca, ede ace doaM -
HO caedosames  Kamezopuam
“uaawroeo” u “saumapnoco”, a
21ABHOU ACMemuYeckol 3anoae-
dolo cmanogumes gopmyra —
“usteeai syrveaproeo”, [lpupo-
da socnpuHuMaemca Kak oau-
yemeopenue abcoromuol 2ap-
MOHUN MUPQ, @ 8 BEWax yenurm-

CA CKpOMAaf, He AeXawas Ha
nosepxiocmu kpacoma. M3 xa-
Gunema doaxmen omkpuaamoca
8U0 HA NPEKPACHbIe YeoaKu npu-
podel, a meopueckuid npoyecc
npedeapamecs owyueruem 3ay-
koe (sodonada, weaecms weeo
no aucmeam damdyxka doxds,
cmpexowyuux yukad), advixa-
Huem apomamos u npodoa-
MaAMbEA COZePUYAHUEM PAZAO-
WMEeHHBX Ha cmoae npedue-
mog, cpedu KOMoOpux 24a86-
HotMu Asafgwmca cobao —
(uemoipe dpacoyennocmu) —
ﬂi’yh’lb. rnymewﬂuqm KUucmb U
fymaza. Ha omoeavrbix cmo-
AUKAX NOMEUANUCE MYIBIKAND -
HOLE  WHCMPYMEHIMBL, CMONKU
MOMO8 KHUE 8 WeAKoabx ghym -
AAPax, HUBONUCHBIE CBUMKU,
Komopsie, 8 ¢80 ovepeds, pac-
KAmulBaAUcs Ha OAUKHBLX CMO-
AAX € 2AA0KO OMROAUPOBAHHOL
nogepxuocmeoio. [ia meopuec-
Kot pabomoet yuenoeo mpetosa-
Aoch 4 MHoeo dpyeux npedme-
MO8, MAKUX KAK KANneAbHUybl,
nodcmagku 0A8 BAAHHOIY KUC-

tween the stones, a plum tree
with crooked branches, and a
lofty pine, through the branch-
es of which the bright moon
shines, would be on the other.
The eastern chamber is for
study of Taoist treatises and
Buddhist sutras, the western
being the place for Confucian
classics”. The interior of such
“cabins” was decorated in a
humble yet elegant manner.
Such hermitism gradually
became a kind of fashion for
the intellectual elite, enthral-
ling even court and official cir-
cles. An “escape from reality”
was a sort of delusion for
many and an adequate substi-
tute for it was devised. One
prototype of “reed cabin” was

a “scholar’s studio”, Rather
than a secluded place in the
country, it was an inftown en-
vironment, sometimes even
situated in the apartments of
the nobility. Being more a spe-
cific artistic concept, a schol-
ar’s studio was not just a
place for studies, thus making
the question of ownership in-
significant. It was definitely a
refuge of a man of refined
laste, where everything should
be in accordance with notions
of the “elegant” and “elitist”,
the formula “avoid all vulgar”
serving the main aesthetic
principle. [ts character was
conceived as a reflection of ab-
solute universal harmony; and
the inner beauty of the things
that mattered more than their
appearance. The studio should

provide a view of beautiful
scenery, and the crealive pro-
cess should be preceded by the
sensation of sounds (like that
of the waterfall, rain whisper-
ing in bamboo leaves, and
crepitant cicadas), the inhal-
ing of fragrances, and contin-
ued with contemplation of
iterns spread at the desk, most
impartant of them being sibao
(the four treasures), namely
ink, inkstone, brush, and pa-
per. Musical instruments, piles
of books in silk wrappers, and
scrolls with paintings were
placed over separate desks.
The scrolls were unfolded over
long desks with a smooth pol-
ished surface. The creative
work of a scholar required also
numerous other articles, such
as water droppers, brushresis,
seals, exercise balls, and
weights for paper or silk.

170



K a 6

4 H € m gy % €

med, newamu, wWapuky das yn-
pamHenus pyk, npeccot 918 Oy-
MOSH WAu weaka.

Humepvep u npedmemuwviil
wup xabunema God NPOHU3AH
udeed cmuAUCMUYecKoeo eouH-
cmsa, & e2o oopmarenuu yapua
‘ur npedeibHol CKPOMHOCMU,
oHUMON APOCIOMel U U3A-
cmaa. [lpoussedenun u3azo-
MASIUBAAUCH U3 MAMEPUALOE, &
COMOPHX BOIMONHO ObLAO BbLA-
Sumb eCMecmaen Yy Kpacomy
spupodnux ¢opm, ysema u
Saxmypu. fIpednoumenue om-
\280.10Ch KEPAMUKE € NOMEYHb -
=u zia3ypasu, gapgopy, pacnu-
caumomy KoGAABMOM 8 MAHepe
ceu (swpaxerue cymu), naac-
MuUYeCKUNM  MUHUAMIOPAM U3

{ .'_"-'f'r_,"ltTlf’]Hl’}(‘-"J KAMHA €O CAONM-

5 c h

HoIM  PUCYHKOM RPONCUAOK U
yaemubiMg BKpanienuaMu, nped-
Mmemam u3 cmeoaa Oambyxa u
30410MUCMbX NA0008 MBIKEHL.
flpoussederHua YCAOMHEHHBIX
gopm ¢ opramenmayuet donyc-
KAAucy 8 mom caywae, ecau oHu
ObiaU QRMUKBAPHBIMU WA NOD-
PANQIOUUMY UM, NOCKOABKY CO-
Oupanue dpeanocmett (eysans)
paccMampugaloce KaK odna u3
gopua unmearekmyaibHoco do-
cyea Hapady c waenumuem, He-
cedamu ¢ eOUHOMBLIACHHUKAMU
Ha AOHE npupodn U uepol B8
waxmamoel. Tak kak 8 Kabune-
max 00AMHO HAXODUMBCS MU-
HUMAAbHOE KOAUYeCmB0 sewell,
MHOZUE U3 HUX CMAKOBAMCA No-
AUBYHKYUOHANBHBMU, HANPU-
mep, npecc das Gymaeu odio-
BPEMEHHO RBAANCA dexopamua-
HBLM  yKpawexHuem cmoaa u
npedmemom O0A8 YNpamHeHus
naisyea, a cocydet daa sodwl,

ol ar ' s st uwdio

baaeodapa ckyavnmypHoim do-
NOAHEHUAM, — nodcmaskamu
daa saaxmcuoix Kucmetl.

B 18—19 @8. 8 c843u ¢ ycuae-
HUEM POl 20podckol Kyabmypol
u eé demokpamusayuel 6 camox
pazHoobpaIHbly npoudsedequsx
NOAGUAUCL W300paA3uUmMetbHble
MOmMuss Ha memy Kabuxnema
YueHoeo, dONOAHEHHbIE UePOoeall-
Puveckumu Hadnucamu u 3a-
wugposannemu pebycamu ¢ no-
Meranuem “6aaeopodHbx ColHo-
gel” u "Bo3sbluleHus Ha He-
cKoabko cmynenel”. baaeodapa
cmaguwum Goaee docmynHoiMu
npouzsedenuam ui gapgpopa u
KaMHR, a makwie HapodHoMmy
AYOKY, 8 KOMOPOM RPUcym-
CMBOBAAN KOMNOIUYUL € KOHK-
pemubimu 06pasamt Pasiuuroy
acnekmos 8ans (“docye yue-
Hoix", npedmemb “cmosa yue-
HOeo" W dp.), 3AEMEHMbL BbICO-
KOU 5AUMApHOL KYAbmypsl cma-
Al BOCAPUHUMAMOCA WUPOKUMU
COYUANbHBMU CAOAMU KAK Oaa-
20NONEAAHUA U HAZUOARUA.

Both the interior and the
bjecis of the studio were in-
/ with the concept of a
¢ integrity; an aura of
ultimate humbleness, inten-
tional austerity, and elegance
dominated ils decoration. The
articles were made of materi-
als that revealed the naitural
beauty of innate forms, colour,
and texture. Glaze flambeu ce-
ramics, porcelain painted with
Blue cobalt in xieyi (expression
of essence) manner, sculptur-
esque miniatures from noble
stone with elaborate pattern of
runs and droplets of colour,
and items made of bamboo or
golden fruits of gourd were
preferred. The articles of more
complex forms with ornaments

were tolerated only if they
were aniiquarian or imitated,
such as collecting of antigues
(guwan) was considered a
kind of intellectual leisure
along with tea-drinking, con-
versations with like-minded
persons in the open air, and
playing chess. As only a limit-
ed amount of articles were al-
lowed in these studies, many
of them became multifunction-
al, e.g. a paperweight would
be an ornamental decoration
of the desk and an item to ex-
ercise the fingers at the same
time, while water vessels
would serve as brushrests due
to sculptural additions.

The increase in influence of
urban culture and the
democratisation of the latter
in miscellaneous works of art
in the 18th—I19th centuries
called to existence the pictori-
al motifs built around the con-
cept of scholar’s studio, com-

plemented with inscriptions
and ciphered rebi with wishes
of “noble offspring” and “rise
in several ranks”. Due to arti-
cles of porcelain and stone,
which became more available,
as well as to folk pictures,
which contained compositions
with images of different as-
pects of wen (“scholarly lei-
sure”, articles from the “schol-
ars’ desk”, efc.), a wider pub-
lic began to consider these el-
ements of high elite culture as
auspicious symbols and a cer-
tain kind of instruction.
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Ha. 70

HAPOJIHASI
KAPTHUHA
“BCTPEYA
'PAJKIIAHCKOT'O
YHUHOBHHKA”

Buetnam. XX s
(¢ opurnnana XVIII 8. ).

Bym., aodanne

U MUHEPAABHBE KPACKU.
130,5x55,2 cm.

Hua. Ne 17442 ]

K a & unem
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Bo BoeTHame, Kak v B apyrux
erpanax JlansHepoctounoro
peruoHa, B Nepuoj cpeaHene-
KOBbSl y4eHble ObIH TpUBHIE-
FHPOBAHHBIM COCJIOBHEM.
HonKHOCTH YHHOBHHKOB pas-
JIHMHBIX PAHros npHcBavBa-
JIHCh JIHUIbL TeéM, KTO YCNeluHo
ClaBajl KOHKypCHbIE 3K3ame-
Hbl, Kyla BXOAMJIH COUHHEHHSH
Ha TeMbl hHI0COPCKHX KOH-
tylLHAHCKUX TpakTaToB, K-
3aMeHbl BbICIIEH CTYHEHH
MPOXOAHIH B CTOJHLE pa3 B
tpu roga. CouckaTenn B Te-
YeHHe HeCKOJbKHX JIHef, B
H30JHPOBAHHBIX OT BHELUHEro
MHpa KOMHaTax, rnucaJji co-
HHHEHHA, NpelCcTaBAABILIHE
co0oli KOMMEHTAPHH K H3Bec-
THLIM TEKCTAM JIPEBHHX MY[-
peLoB, a 3aTeM OTAaBaJIH HX
HKIODH YYeHbIX, KOTOpBIE OT-
Meuanu HauboJee BhalOLIHE-
csl, M0 MX MHEHHIO, paboThl.

d

i o

[ToGeaureneii skaamenon
OXKMAJH 0cOObIe MoYyecTH —
CHayaja B CToJiMlle, a 3aTeM
Ha pojauHe, — rje HX TopKe-
CTBEHHO BCTpetla.fIH JEMJIAKH.
OHHM MOIJIH NOJYYHTL 3BAHHE
aKaJeMHKa W JlayKe 3aHATh
MecTo rybepHaTopa mpoBHH-
uu. B croauue Boernama
XaHoe H caMH 3K3aMeHbI, H
HYeCTBOBaHHeE HIJOXOIIHJ'IH B
3HaMEeHHTOM Xpame JIMTepary-
pot (Ban Muey), nocrpoen-
tom B 1070 r. B yects Kon-
dyuus. B tpersem nsope xpa-
Ma BOKPYT KBaapaTHoro fac-
cefiHa pacnoJoXKeHul KaMeH-
Hbl€ H3BAAHHA yepenax, Hecy-
ILIMX HA CBOMX CIHHAX CTEJbl
C BBICEYEHHBLIMH HMEHAMH No-
BeanTenell KOHKypCoB.

Ha xaprtune, peuiennoil B
NPHTJYIIEHHbIX TOHaX, H3006-
paKeHa CLEeHa BCTpPeuH 4u-
HOBHHKa, nobGeanBuIero Ha
CTOJIHYHBIX 3K3ameHax. Kom-
MO3HLHA MOCTPOEHAa HECKOJIb-
KHMH DEerHcTpamH, oTpaaio-
IHMH pa3HOBpeMeHHbLIe CO-
ObITHSI. BHU3Y nomelLena
TOPXKECTBEHHAS NPOLECCHS, B
LleHTpe KOTOpOH B najaHKHHE
HECYT HOBOHCMEYeHHOro Ha-
MECTHHKA 00JIACTH, 4 BHI-
CTPOMBLIHECS BJOJb I0POTH
MPOCTOJIIJAHHBI PHBETCTBY -
0T cBoero semJsika. Ceepxy
H CHH3Y MHBONHCHOE IoJie
obpaMafIoT AeKopaTHBHbIE
KapTylwy ¢ H3o0pameHUAMH
JibBa M JIpakona B oOJakax.
JleB onuuersopsier uaew se-
JIUYUS W LIAPCTBEHHOCTH, a
JIPAKOH — JOCTHIKEHHE BbICO-
KOW y4eHOH CTeneHH.

PL 70

FOLK PICTURE.
“THE WELCOMING OF
LAUREATE".

Vietnam. 20th century
(after the original
from the 18th century).

Paper, water and mineral colours.
130,5x55,2 em.
Inv. no. 174421

In mediaeval times scholars
were a privileged class in
Vietnam likewise in other
countries of the Far East.
Officials were promoted to
ranks only after successful
passage of competitive ex-
amination, where one should
write an essay after Confu-
cian philosophical treatises.
The examinations of the
highest grade took place at
the capital once in three
years. For several days the
aspirants composed their es-
says, being the expositions
on the famous texts by an-
cient wisemen, in special
rooms isolated from the out-
side world, and then handed
them in to a juri of scholars,

who distinguished the es-
says, which in their opinion
were the most outstanding.
Special honours were be-
stowed on the laureates,
first at the capital and then
at home, where fellow coun-
trymen received them with
great pomp. They could ob-
tain a rank of academician
and even be promoted to the
position of provincial gover-
nor. In Hanoi, the capital of
Vietnam, both the exams
and celebrations took place
in the famous Temple of Lit-
erature (Van Mieu) built in
1070 in honour of Con-
fucius. Here, in the third
courtyard of the temple, the
stone sculptures of tortoises
carrying the steles with in-
scribed names of the laure-
ates were stationed around
the square basin.

The picture made in dilute
colours shows the moment
of welcoming the official,
who became the laureate of
the examinations at the cap-
ital. The composition is giv-
en in several layers repre-
senting the events of differ-
ent time. Below there is a
ceremonial cortege, with
newly appointed governor
carried in palanquin in the
centre and commoners lined
up along the road saluting
their fellow countryman. The
top and bottom of pictorial
ground are framed by orna-
mental cartouches with im-
ages of lion and enclouded
dragon. The lion imperson-
ates greatness and royalty,
while the dragon is a symbol
of attainment of high aca-
demic degree.
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HEW3BECTHBIH
XYIOKHHUK

“HOCHJT OJIEXKILY
HA TPOCTHUKOBOM
[TYXY, UTOBbI
YITOIMTb MAYEXE"

“CAM TTPOBOBAJI
[TUILY U
JIEKAPCTBA”

Kurait. XIX 8.

lllear, myweo, sodanwe xpacku.
45,5x13,5 cu.
Hua. Me 9857 1, N 9856 1

K a 6 u v e m ¥y 4 & H o

s e holar®s st udio

Baxuoit uactbio mopanbho-
ITHYECKOTO KOoJeKca KMTafic-
KOTO yueHoro ObL10 clefoBa-
HHe KOH(pYyuHaHCKo# 106po-
JIETENH A0 (CBIHOBHEH MoO-
dtuTenbHocTu ). CyTh ee pac-
KpbIBanach B cloxKertax, 60Jb-
et 4acTrio oJabKI0PHOro
XapaxTepa, o A0CTOHHLIX Moj-
pakanusi npumepax Gaaroye-
CTHS, 0ObEeAHHSAEMBIX 00BIYHO
noji HaseaHueM “Jlpaauarthb
YeThbiPe HCTOPHH O ChiHOBHER
noyTHTEbHOCTH”. MX uano-
HMEHHE CONCPIKHTCH B KAHOHE
“Csousuu”, B nonyaspuom
c6opuuke “/lBanuars yerthipe
HCTOPHH O CBIHOBHEH MOYTH-
TEJIHOCTH ", COCTABJIEHHOM B
13 B. lo Lzwoiiuzunom, u
MHOTHX JIPYTHX JIHTEPATYPHbIX
NnaMATHHKAX, DNH30/6 H3
HKHIHEOMHCAHHI ITHX repoes
4ACTO HAXOAHIIN OTPasKeHHe B
MPOU3BEIEHHAX HCKYCCTBA.

Onna W3 KapTHH noceslieHa
3MH30LY H3 JKH3HH yYeHMKa
Kondyuuss Munb Cyusi, Kup-
wero B 6—5 BB. 10 H.3. Pac-
CKa3nlBaloOT, YTO €ro Mmauexa,
HMEBLIAA 1ABYX COOCTBEHHBIX
JAETeH, NJ0X0 K HeMy OTHOCH-
Jach H 3acTaBjsiyla HOCHTE
OJlexty, MOAGHTYI0 TPOCTHH-
KOBbLIM MyXOM H He 3alll-
waswyio ot xonoaa. Korna
3T0 0OHAPYKHJI OTEll, OH
BO3HAMEPHJICS NMPOrHaTh
CBOIO BTOpYIo KeHy. OnHako
Muub Cynb ckaszan: “Jlyume
O[IHH pebeHOK, CTpaialoumi
OT Xo0JloJa, 4eM TpH peGeHKa,
He uMmelowne matepu”. Toso-
pAT, 4TO ero cJoBa Tak Mo-
AeHCTBOBANH Ha Madexy, 4To
OH& MPEHCIONHHIACE JI00BH
K cBoeMy nacelHky. Ha kap-
THHe H300pameHbl MuHb
Cyhb, Beaywmil oTua B Ko-
JISICKE, W ero Mauyexa ¢ AByMms
ChIHOBBSIMH.

Ha npyrom pucynke neunssec-
THBIH @BTOP MOKasan XaHbc-
Koro umneparopa Bsub-au,
KOTOpBIH npaBua Bo 2 B. 10
H.3. OH CAblT TyMaHHEIM H
NPOCBELLEHHBIM rocylapem, a
TakkKe 00pasloM MOYTHTE k-
Horo cwiHa. [lo npenauuio, on
Bcerna cam npofosad eny u
JIEKApCTBa, MpekKae Yem OHH
nojaeajiuch ero Matepu. dto
H MOC/YKHIIO CIOMKETOM KH-
BOTIHCH: MMMEpaTop CHAHT y
NOCTEJH MAaTepH H TOTOBUTCH
nonpo6opaTh KymaHbe, npu-
HeceHHoe el cayroii.

PL. 71
ARTIST UNKNOWN

“MIN SUN WORE
DRESS LINED WITH
REED LEAVES TO
PLEASE HIS
STEPMOTHER”

“WEN-DI TAISTED
ALL FOOD AND
MEDICINE, SERVED
FOR HIS MOTHER”

China. 19th century.

Ink and colours on silk.
45,5x13,5 cm.
Inv. no. 9857 1, no. 9856 |

Important constituent of a
Chinese scholars’ morality
was the observance of the
Confucian concept of xiao,
or filial piety. Its essence
was unfolded in stories,
mostly of folk origin, about
exemplary exercises of vir-
tue, usually pieced together
under the title of “Twenty
Four Examples of Filial Pi-
ety”. They are related in the
Confucian canon “The Book
of Filial Piety”, in popular
collection “Twenty Four Ex-
amples of Filial Piety” com-
piled by Guo Ju-jing in the
13th century, and many oth-
er writings. Episodes from
the lives of these characters
were often reflected in works
of art also,

First picture is dedicated to
an event from the life of Min
Sun, one of the disciples of
Confucius, who lived in the
6th—5th centuries B.C. It is
told, that his stepmother,
who had two children of her
own, ill treated him and
forced him to wear dress
lined with reed leaves and
giving no protection against
cold. When his father found
it out, he was of intention to
send his second wife away.
Min Sun however said:
“Better one son suifering
from cold, than three moth-
erless”. These words are
said to have such effect on
his stepmother that she was
filled with love to her step-
son. The picture shows Min
Sun, trundling his father in
a carriage, and his step-
mother with two sons.

Another picture of the un-
known artist portrays Wen-
di, son of the founder of the
Han Empire, who succeeded
to the throne in 179 B.C.
He was reputed as benign
and enlightened ruler, and
also a paragon of respectiul
son. According to the tradi-
tion, he always tasted all the
food and medicine, before
they were served for his
mother. This very story was
portrayed: the emperor sits
by the bed of his mother and
is about to taste the meal
brought in by the servant.
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HEW3BECTHbIM
XVIOKHHMK

“CITPSITAJI

3A TTA3YXY
MAHJIAPHHDI,
HYTOBbI ¥TOCTUTDH
MATB”

“TPYIIUJICH KAK
[TOYTUTEJIbHbIN
CbIH”

Kuraii. XIX 8,

Hleax, myws, sodanwe Kpacki.
45,5x13,5 cu.
Hus. N 9855 1, 9858 1

K a 6 unem
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PucyHok (caesa) nocesinen
TPOraTe/ibHOH HCTOPHH H3
JleTCTBA H3BECTHOTO acTpo-
HoMa W matematuka Jly Llau
(»kun B 1 B. H.3.). [To npe-
paunio, Jly Llau ewe peGen-
KOM CJIyuaiiHo oKasaJjcs Ha
MUPY Y BOEHAUANBHHKA
lOaue ly, rae rocreit yro-
La/JH, TOMHMO NpOYETo,
manaapuuamu. Korna Jly
L3 nokuman nup, npu no-
KJIOHE Yy Hero H3-3a nasyxu
BBINA/I0 HECKOJBKO NJOL0B,
H €ro 3anoflo3pU/ii B KpaKe.
Onnako Jly Lizu o6bacuua,
4TO, BMECTO TOTO 4TOOI ca-
MOMY CbeCTb MaHAAPHHbBI, OH
MPUIOPATAJ HX, HAMEPeBasiCh
OTHECTH JIOMOH H YrOCTHTh
MaTh. X03siuH Gbll nopaeH
TAKOH 3a00TOH MaJbYHKa 0
cBoMX poaHtensnx. Ha kap-
THHe H306paKeHsl BoeHa-
yaaeHuk HOaub lly u cro-
AuHi nepen num Jly Lan ¢
JIEXKALLHMH Tepel HHM MaH-
JlaPHHAMH.

sd4 wdio

Bropas paGorta pacckaskiBa-
€T 0 MH(HYECKOM MepcoHaKe
[llyne, KoTopsbiii BMecTe co
CBOHM NpejliecTBeHHHKOM
Slo u npeemuukom IOem co-
CTABJASIET TPOMILY JlereHaap-
HbIX WIeabHBLIX NpaBuTeded
Kuras III teic. g0 u.3. B
YHC/ie MHOTHX 3aC]yr eMy
npHNHchiBaeTcs obpasioBoe
cefoBaHne ao6poaeresin
cs0. ToBopart, uTo ero orel
nocie cmeptd matepu [llynsa
JKEHMJICS BTOPHYHO M, OTla-
Basl MPeANoOYTeHHe ChIHY OT
BTOpOro Gpaka, cTan Mioxo K
Hemy otHocHThesl. LlyHb no-
KHHYJ JIoM, HauyaJs 100biBaTh
CpeCTBA HA MPOMHTAHHE
3emJienallecTBoM, HO He OT-
Ka3aJicsl OT YYBCTBA ChLIHOB-
Heil nwbeu. B Bosnarpamne-
HHE 3a TAKYI0 MpelaHHOCThb
IOHOLLIE CJYAKHJAW NMTHLLL H

3BEPH, B TOM YHCJE M CJIOHBI,
MOMOTaBLIHE eMy TAHYTh
nayr. Ero mavyexa u ee chbi
MpeAnpHHHMANH HEOAHOKpPAT-
HBI€ MONBITKH NOTYGHTE
Ilyns, Ho Kaxkabiii pas o
uyfecHelM obpasom cnacaJ-
csi. CBOMM OaarouectHeM
IyHe npuBJeK BHHMAHHE
umnepatopa o, kotopsiit
nocjie CBOEH CMEepTH 3ape-
W@aJj eMmy TPoH. DTOT MOMEHT
M 3arne4at/ieH B KOMMO3HIIHH.
[lyHe cTOMT ¢ MOTHITOH B
pyKax psijoM cO CJOHOM, a
CAHOBHHK, KOTOPOTO COMpO-
BOKIAET CJyra, ¢ MnoKJOHOM
MPHIJALIAeT ero Ko ABOPY
npaBuTes.

Pl. 72
ARTIST UNKNOWN

“LU JIHID
TANGERINES IN THE
BOSOM TO SERVE
THEM LATER TO HIS
MOTHER”

“SHUN WORKED
HARD WITH NO
GRUDGE AGAINST
HIS FATHER”

China. 19th century.

Ink and colours on silk.
45,5x13,5 cm.
Inv. nos. 9855 [, 9858

The drawing (to the right) is
dedicated to moving episade
from the childhood of Lu Ji,
a famous astronomer and
mathematician of the first
century A.D. The story goes
that little Lu Ji had inciden-
tally found his way to the
feast of general Yuan Shu,
where the company was
served with various viands
including tangerines. When
Lu Ji was leaving the feast,
he bowed and several fruits
fell out from his bosom.
Suspected of theit he, how-
ever, explained, that instead
of eating the served tanger-
ines himself he hoarded
them, heing of intention to
bring them home and serve
to his mother. The host
feaster was amazed at such
care for parents exhibited by
the boy. The picture shows
Lu Ji standing in front of
general Yuan Shu with scat-
tered tangerines.

The second work tells about
mythical character Shun.
Shun, 2317—-2208 B.C., the
Emperor Yao, his predeces-
sor, and the Great Yu, his
successor, are the three
mythological wise governors
of the ancient China.
Among numerous virtues
credited to him he is cele-
brated for his exemplary
abidance by xiao. After the
death of Shun's mother, his
father is said to marry for
the second time and started
to ill-treat Shun, favouring
the son from the second
marriage. Shun left the
home and started to earn
his living by farming, but
not relinquished the feeling
of filial piety. As a reward
for his loyalty birds and ani-

mals attended the boy. The
elephants helped him to pull
the plough. His stepmother
and her son made repeated
attempts to ruin Shun, yet
he found a miraculous es-
cape each time. Shun’s vir-
tue was noticed by the Em-
peror Yao, who left him the
throne aiter his own demise.
This very moment was cap-
tured in the drawing. Shun
stands with mattock in his
hands side by side with the
elephant, while the courtier
accompanied by a servant
invites him with obeisance
to the court of the ruler.
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LIHO MH (1494?7-1552?)

“OINbSIHEBLIMA
JIU BO MMUILET
CTUXHU 114
MMITEPATOPA
CIOAHbB-LI3YHA”

Kuraii,

Konus.

Lleak, myws, sodanwe kpacku.
27x27 .8 cu.

Hue. Ne 2809 |

K a b u nH e m
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B kuTaiickom HcKyceTBe
BCTPEUAIOTCS CIOKEThl, FOBO-
psllHe 0 TOM, KaKoe 3aMmer-
HOE MECTO y4yeHble, M03TH H
XYAOXKHHKH 3aHHMaJH B 06-
LIEeCTBE H B rjasax BJaacTh
npeaepKauux. IToi Teme
MOCBALLEH aJbOOMHBIH JIHCT
H3 KOJIIEKLMH My3es, PHITH-
cuiBaemblii Lo Mny, kotopuoiii
CHa4aja Obl1 MacTepom poc-
MHCH 10 J1aKy, nosaHee obpa-
THJICA K JKHBOMHCH B CaMbIX
Pa3HBIX JKaHpaxX H HbIHE MpH-
3HAETCH OJIHUM M3 BEJIHKHX
xusonucues Kuras. Lo Hu
co3nan o6pa3 BeJHKOro ro-
s1a JIu bo (701-762), na-
CJieine KOTOPOro BOULIO B
30J10TOH (OH/L KHTAHCKOM JIH-
TepaTypbl, 4 B MHOTOUHC/IEH -
HBIX HCTOPHYECKHX M JiereH-
JapHbIX CBHAETE/NLCTBAX OH

O

i o

CTaq ejBa JH He 06pasiuom
KHTaHCKOTO YYeHOro-3pyanTa.
B cTuxax, HoBesnax M nosec-
TAX PaccKaszblBaeTca 0 TOM,
Kak OH, He BLIJIep:KaBs (roso-
PAT, H3-3a KO3HeH Helo6po-
JKenaTesen ) rocy1apcTBeHHO-
ro 9K3aM€Ha M COOTBETCTBEH-
HO He 3aHHMasi HHKaKOro no-
cTa, NpH3bIBaJCH KO ABOpY
umrneparopa. B ucropuueckux
XPOHHKaX YINOMHHAETCH 0
TOM, 4T0 UMneparop CioaHn-
usys (npaeua B 712—756)
nosesea Jln Bo Hanucatb
CTHXH, MOCBSLLIEHHbIE Kpaco-
Te cBoel dasopurku Hu Tyii-
G3it (eylgat — “nparouen-
Hasi HaJoxKHHLUA" ). B HekoTo-
phIX BapHaHTax GenneTpHso-
BAHHOTO JKH3Heonucauus JIu
Bo pacckasbiBaeres o Towm,
Kak OH ObLT MpHTAallen ne-
peBecTH nocatHe NpaBuTes
rocynapersa Boxail (cocenne-

ro ¢ nobexaenHoll Kutaem
Kopeeit), kotopoe e cmoran
MPOYECTb yYeHble YJAeHbl HM-
MepaTopckol akajieMnu, H
COCTABHTL HA HEro OTBeT.
HMuoraa B Tom, a unoraa Bo
BTOpOM ciydae JIu Bo Beic-
TyNaeT B COCTOSHHH ONbslHe-
HUS (YTO XapakTepHo st 06-
pasa MH3HH KHTaHCKOTO HH-
TEJVIEKTYaNa, ylaJleHHOro oT
ouUHANBHON CyKGbI NIpH
ABope). 3nech eMy (akTHuec-
KH npucayxusaet SH [yii-
Gb3it, pactupas Tywb u npe-
NOAHOCH TyLIEUHHLY, npubJn-
JKEHHBIH K UMIEepaTopy reHe-
pal CTArHBaeT C Hero carno-
ru, a CioaHb-U3yH pacrodo-
JKHIICS B Kpecie.

PL 73
QIU YING (1494?-1552?).

“LI BAI, OVERCOME
WITH WINE, IS
WRITING A POEM
FOR THE EMPEROR
XUAN-ZONG”

Copy. China.

Ink and colours on silk.
27x27 .8 cm.
Inv. no. 2809 1

Chinese art is noted with
subject matters testifying
the prominent position held
by scholars, poets, and art-
ists in the society and in the
eyes of prevailing authori-
ties. This subject is also
raised in the album leaf
from the Museum'’s collec-
tion, attributed to Qiu Ying,
who was a master of paint-
ing on lacquer at first,
turned to pictorial art of di-
verse style later, and now is
recognized as one of the
greatest artists of China.
Qiu Ying created an image
of the great poet Li Bai
(701—-762), whose works are
listed among the treasures
of Chinese literature, while

numerous historic and leg-
endary accounts portray him
as a model Chinese erudite
scholar. Poetry, short sto-
ries, and novels tell how he,
failing the imperial examina-
tion (because of the in-
trigues of his foes, as it is
reported) and holding no of-
fice, was invited to the em-
peror’s court. The chronicles
mention that the Emperor
Xuan-zong (reigned in 712—
756) ordered Li Bai to com-
pose verses praising the
beauty of his favourite and
haughty concubine Yang
Gui-fei (guifei means “pre-
cious concubine™). Some

versions of fictionalised bi-
ography of Li Bai tell that
he was called to translate
the message from the ruler
of Bohai (polity adjacent to
the Chinese tributary of Ko-
rea), which the learned
scholars from the Emperor’s
academy failed to under-
stand, and to compose a re-
turn letter. Sometimes Li
Bai is portrayed drunk in
one or another of these in-
stances, which is quite ordi-
nary for the mode of life of
Chinese literati in recluse.
Here he is shown together
with Yang Gui-fei attending
him with an ink-stone and
rubbing ink, the Emperor’s
Privy Counsellor divesting
him of his boots, while
Xuan-zong had reclined in
the chair.
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BAH Y K3Hb
(BAH UTHH, 1866—1938)

“IOLI3IOHb
MEHS$1J1 CBOIO
KAJJTUTPAGUIO
HA TYCEH"

Kurait, 1920 r.

Bym., mywe, 148,5x47,5 cM.
Hua. Ne 6594 |

kK a 6 u H e m Yy 4 e H

s e ko d e b8 s 1 ud

Ban YK3Hb — H3BECTHbL
XyN0KHHK, Kaaaurpad. Pabo-
tas B lllanxae, uzo6paxan
uBeTbl U QPYKThI, NTHIL H
JKHBOTHBIX, [HCAJ] NOPTPETHI
H KOMIO3HIIMK Ha Oymimiic-
Khe cioketbl. Bel ocobeHHo
nonyaspen B Anounn. Ha
CBHTKE H3 KOJUIEKLHH My3es
uzobpaxkennl Ban Cuuxu u
Ma/JbYHK-CJyra ¢ rycem B py-
Kax. ABTOpcKasi HaaMKCh H
noanuek: “HOuzonp nucadn s
obmen Ha ryceii. Jllo6osb ne-
pepociia B HeyeMHYlo
crpacTb. Kamabiit pas npu-
ot B noaxowenue. Che-
JIAT, KaK MaJib4ydK-cayra —
NpuJexKHo Jin raagut. B nep-
Bbifi BECEHHHI Mecsll roaa
ean-yas [1920/ Baiayn-
wanbksHb Ban Yxkonb".

Ban Cuusu (321—379 nan
303—361) — Benukuit Kai-
aurpac apesnero Kurtas.
Mayuus pasHble CTHJIH CBOHX
npejliecTEeHHHKOB H HC-
MoJib3ysl BCe Jiyullee H3 HX
JNOCTHAKEHHI, co3/an B CBOEM
pojie coBeplieHHbe 00pasiibl
Kajnurpacdun, okasasliHe
OrpOMHOE BJHAHHE HA Jallb-
Helillee pa3BHTHE 3TOr0 BHAA
uckycersa B Kurtae. B Tpanu-
LIHOHHOH JIHTEpaType CpeiH
kaaaurpagos Ban CHuxu
OTBOJIHTCS MEPBOE MECTO,
roYyeMy €ro HHOrjJa Ha3sbiBa-
0T iy waH (60XKecTBeHHbIH
Kajaaurpag ). IlponsseneHus
Ban CuuM B HallK JIHH H3-
BECTHBI TOJbLKO 10 MHOMOYHC-
JIEHHBIM KOMUSAM, [PekK/e
BCErO M0 3CTaMnazxam TeK-
CTOB, BhIPE3aHHLIX HA KaMHe
SAKOObLl ¢ MOAMHHHBIX aBTO-
rpaoB BEJHKOTO MacTtepa.
Coctosl Ha BoeHHOH cayxbe

B UHHE reHepana (nosTomy
ero 4acto umenyioT Bau
[Ougions, T0 ecTh reHepan
Bau), Ban Cuwxu npeanoyu-
TaJ MPOBOAHTH BPEMA B
yeIHHEeHHH Ha MPHPOAE HJH B
Gecenax ¢ Jpy3bAMH-HHTE]-
JeKTyasaMi, BO BpeMs OJHON
H3 KOTOpbIX OH KaK-TO CKa-
san: “lofbl JKH3HH NOJ TyTa-
MH W BSI3AMH OTKPBLJIH MHE
cMbica ectectBeHHocTH”. Bo-
ofule, OH CTaJjl MoJjyJereH-
JapHO# JHYHOCTBIO, U HEKO-
Topble npenanus 06 3MU301aX
€ro H3HH CTAHOBHJIHCb HC-
TOYHHKAMH CIOKETOB JIA KH-
rafickux xuponucues. Oco-
GeHHO 4acTo ero uaobpaxa-
JM HAOJI0aI0UIHM 38 TYCAMH
M KypaBJsiMH — B IPallHos-
HLIX M3rubax MxX Uled oH Ha-
XOJIHJl CXOACTBO C JABHMKEHHS -
MM KHCTH KaJaurpada.

Pl 74

WANG ZHEN

(WANG YI-TING, 1866-1938).
“YOUJUN

(WANG XI-ZHI)
EXCHANGING

HIS CALLIGRAPHY
FOR GEESE”

China. 1920.

Ink on paper. 148,5x47,5 cm.
Inv. no. 6594 1

Wang Zhen, also known as
Wang Yi-ting, was a famous
artist and calligrapher. He
worked in Shanghai, drawing
flowers and fruits, birds and
animals, and limning por-
traits and compositions after
Buddhist subjects. He was
particularly popular in Ja-
pan. The scroll from the
Museum’s collection depicts
Wang Xi-zhi and a boy ser-
vant with a goose in his
hands. Author’s writing and
signature reads: “Youjun
wrote in exchange for geese.
Affection turned to irrepress-
ible passion. Each time
would be sent as offering.
Watches the boy servant,
does he palms /geese/ dili-
gently. In the first spring
month of the Year geng-jia
/1920/ Bailong-shanren
Wang Zhen".

Wang Xi-zhi (321—-379 or
303—361) was a greal cal-
ligrapher of ancient China.
Having studied different
styles of his predecessors
and employing all the best
from their achievements, he
created calligraphic writings,
perfect in their way and of
great influence over the sub-
sequent development of this
art form in China. Tradition-
al literature names Wang Xi-
zhi first among calligra-
phers, this being the reason
why he is sometimes called
shu sheng (the Divine Cal-
ligrapher). The works of
Wang Xi-zhi are known to
us only from numerous cop-
ies, first of all from the texts
rubbed from the stone en-
gravings believed to be ac-

curate copies of original
works, Serving as military
officer of general’s rank
(therefore he is often called
Wang youjun, that is Gen-
eral Wang), Wang Xi-zhi
chose rather to spend time
in recluse alfresco or in
conversation with his friends
literati. During one of these
conversations he said: "Years
of life under mulberry and
elm trees revealed me the
meaning of naturalness™. On
a broader scale, he became
a quasilegendary personage,
and some accounts about
incidents from his life in-
spired Chinese artists. Most
often he was portrayed
watching the geese and
cranes, for he found resem-
blance between the elegant
tournures of their necks and
movements of calligrapher’s
brush.
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Ha. 75

JIOV XYAHBYSH

(1630 — IMOCJIE 1705)
“ITPUTOTOBJIEHUE
[PUBOB JIMHYKH

B TOPAX CYHUIAHB"

Kuraii,

Konua,

eak, myws, Bodaxbe KPACKLL.
166,5x44 cm.

Hus. Ne 21331 [

K a 6 u H e m i 4 e

]

s e Rolasrbs s

Jliolt XyaHbusH — XyI0MKHHK,
paGoTaBLiuil B KaHpe “LBe-
Thl M NTHLBI", HHOTAA 06pa-
nLascs K neisaxy, BKaoYas
B CBOH KOMIO3HLHH (hUTYyphI
NYyTHHKOB, YYeHbBIX, JM106yI0-

IHXCH JaHawadTom, | T.0.

Cioxker csutka Jlwit XyaHb-
Yy3Ha CBfA3aH ¢ Aa0CCKOH Jie-
FeHIoH 0 rpube AuHYIHCU
(unu Gnaropetitefi Tpape
YAHCUAYAHBYAO), H3 KOTOPOro
fIKOGbl MOXKHO MPHTOTOBHTH
suKeHp Gecemeptus. Kuraii-
CKHE WHTeJIEKTYaJbl, yue-
Hble, JIHTEPATOPbI, XYAOMKHH-
KH, Hapsjly CO C/lefloBaHHEM
OCHOBAM JIpeBHEKHTAHCKHX
TpajuLMi, KOHQYIHAHCTBA H

OynaMama, Hepeako obpama-
JIMCh K PeJIHrHO3HO-HI0-
CO(CKHM MOJOKEHHAM 1a0-
CH3Ma M ero MHCTHYECKOH
npaktuke. JIunuku B KuTa-
cKoii MH(OJOTHH — 3TO M0-
XoxKee Ha rpu0 BovieGHOe
pacTeHHe CHHero, KpacHoro,
MKeqToro, GeJIoro MK Typ-
NypHOro LBETa, pacTyllee Ha
CTBOJIAX CTAPbIX BbICOXLINX
nepesbeB. OHO NPHHOCHT
GeccmepTHe TOMY, KTO ChecT
MPHTOTOBJEHHbIH H3 HEro
3MHKCHp, MHorouseTHblf
rpub cuutascs atpubyTom
COBEPLUEHHOr0 H MYApPOro
npasutens. B ucropudeckux
XPOHHKAX COXPAHHJIHCH CBE-
JIEHHA O TOM, YTO, HAYHHAs
o KpaiiHe#d mepe co Bpeme-
HH TpaB/JeHHA HMIepaTopa
Llun u-xyanam (3 B. 10
H.9.), BEJIHCh MMOUCKH 3TOr0

yynecHoro rpu6a. JInHwku,
nofo0HO NepCUKy, cran B
Kurae wnpoxo pacnpoctpa-
HEHHBIM CHMBOJIOM J10JITOJIE-
tHa. M3o6paxenne ero
LLJISITKH, CTHAH30BaHHOE [0
cBOeobpasHoOro ysopa ¢ 3a-
BHTKaMH 110 CTOpPOHAM, MC-
noJb30BaN0Ch B KayecTBe
MPHHOCSILIEr0 CHACThe JeKopa
B NpHKIagHOM uckyecrse. C
rpuGoM, B 4aCTHOCTH, 4Cco-
LHHPOBAJIOCh HABEpIIHE TaK
Ha3LIBAEMOTO Ke3Ja HMyuU,
BbIpaKaBllero noyeJjanue
MCTIOJIHEHHA JKeJaHWsA, a B
JAPYrux H3AEJHAX NMPHKIALHO-
0 HCKyCCTBa — MHOTOLBET-
Hble OJaaropeine o6.1axKa,
OpbI3rH W NeHa Ha BOJHAX
Muposoro okeana u 1.n. Pe-
albHBIM MPOTOTHIIOM JIHHUMKH
Ha3blBalOT rpubLl agaric
ramifie wau ganoderma
lucidum, obsanawouiue ragu-
JIOLIHHOTEHHLIMH CBOHCTBAMM.

PL 75

LUHUAN-CHENG

(1630 - AFTER 1705)
“COOKING LINGZHI
FUNGUS IN

THE SONGSHAN
MOUNTAINS”

Copy. China.
Ink and colours on silk.

166,5x44 cm.
fnv. no. 213311

Li Huan-cheng was an art-
ist, who worked in the genre
of “flowers and birds” and
sometimes turned to land-
scape painting, including
figures of travellers, scholars
feasting their eyes on the
scenery, etc., in his works.

The scroll depicts a scene of
cooking lingzhi fungus (or
the divine plant zhiduan-
cao), which according to a
Taoist legend was believed
to be proper for preparing
the immortality elixir. Be-
sides following the basics of
ancient Chinese traditions,
Confucianism, and Bud-
dhism, Chinese liferati,
scholars, writers, and artists
also resorted to religious

and philosophical principles
of Taoism and its mystical
practices not infrequently.
Lingzhi of Chinese mytholo-
gy is a magical plant of
blue, red, yellow, white or
purple colour, looking like
fungus and growing on cau-
dices of old dried up trees.
Lingzhi brings immortality
to the one, who would drink
elixir prepared from it. This
variegated fungus was con-
sidered an attribute of a per-
fect and wise ruler. The
chronicles preserve evidence
that the quests for this mi-
raculous fungus were initiat-
ed at least as early as the
reign of the Emperor Qin
Shi-huangdi (3rd century
B.C.). Lingzhi like peach
became in China a wide-
spread symbol ol longevity.
The image of its cap stylised

to peculiar design with curls
at the sides was used as
lucky decor in arts and
crafts. In particular, the top-
ping of so called ruyi scep-
tre conveying the wish of
fulfilment of desire was as-
sociated with this fungus,
and in other works of ap-
plied art the images of co-
loured auspicious clouds,
spindriit of the world ocean,
etc., served this purpose.
The real antetype of lingzhi
is found in Agaric ramifie or
Ganoderma lucidum fungi
possessing hallucinogenic
properties.
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Y BRHU®AHD.

TYIEYHUWLIA
M TJIACTUHA TYILH

Kuraii, 1954 .

Kasenn, pesoba, myus.
18,2x9,8; 9,5x4 ca.
Hue. No 11244 1, 49093 kn/2

kK a 6§ u H em Y 4w e H OeEoOo

s ¢ hoflar’ & s t u d

Cpea MHOTOYHCJAEHHBIX
MpeAMeToB, COCTABJISABIIHX
KaGuHeT yuyeHoro, 0cobyo
pOJIb HIPaJH NPHHAIERHOC-
TH aaa nucbMma. BepositHo, 3a
HETOCPeICTBEHHYIO MPUYACT-
HOCTb K TAMHCTBY BO3HHKHO-
BEHHSI MO3THYECKUX, KaJJIHT-
paduuecKkux, KHBONHCHBIX H
tunocohcKHX TBOPEHHH HX
HasbiBaJaH “COKPOBHILA MYIl-
poix”. BmecTte ¢ TeM, Kaxibli
W3 HUX MpescTaBJsi co6oi
NpoM3BeJleHHEe HCKYCCTBa,
cJIyXKHBLIEe, TOMHMO MPAMO-
ro HazHauyeHusl, AJ1a CO3IaHHUS
TBOPUYECKOH aTMoChepsl MpH
padoTe y4eHOro.

i o

KuTtaiickasi Tyllib COCTOsJA H3
MHOKECTRBA KOMIIOHEHTOB —
OT CakKH pas/HYHbIX Macel
10 JekapeTBeHHBIX Tpas. M3-
roToBJISIBLLIHE ee MacTepa
HMEJH CBOM CEKPEeTbl M Tila-
TenbHO MX XpaHuan. [oTosas
Tyllib NPeccoBasach B MIHTKH
pasHooGpasHbix GopM, 4acTo
yKpaleHHbie peibedHbIM pH-
CYHKOM H POCIIHCBIO 30J10ThIM
aakoM. [liacTHHKH TylIH pa-
CTHpa/u B TYLIEYHHIIAX, W3-
rotToasBLIMXcs W3 hapdopa,
KepamuKH, 4yryHa u ap. Hau-
Goaee 1eHHMBIMH OblIH Ka-
MEeHHBIE, YKpalleHHble, Kak
pasusio, peabboi.

Ciosket pe3blbl XpaHslLencs
B My3ee TYLIeYHHIbl ABJseT-
cfl H3MI00JEeHHBIM B JeKopa-
THBHOM HCKYCCTBE — 3TO
OCeHHHWI HOYHOH neH3ax, ne-
pefalli BecbMa THITHYHOE
A5 KATAHCKONH NO33WH Ha-

crpoenue. CocHa BOmIOLAET
MOIllb, OHA XPAHHT JIyX JpeB-
HOCTH, AIBJAAETCA CHMBOJIOM
COCPENOTOYEHHON co3epua-
teabHocTH. CKBO3b ee KpOHY
JbETCH YHCTHIH CBET “LapHilbl
ayHbl", ocelaoue Kycr
XpH3aHTEMbI. JTO UBETOK
oceHM, “OTIeNbHHK, JbHULHHA
[103]IHWI apomar”, coXpaHsiio-
HIMA CBOIO KPacoTy A0Jbllie
apyrux useros. Mactep
0ObIrpbIBAET €CTECTBEHHYIO
KpacoTy TEMHOr0 KaMHs: ero
CBETJ/Ihle cepo-3elleHble
BKpAaIJieHHs1 OKPALHBAIOT
KPOHY COCHBI H OJIHH H3
1IBeTKOB XpH3auTembl. J11060-
Banne GOpPMOH U MCKYyCHOH
pe3b6oii TyueYHHIbl 10CTaB-
JISTO XYLOXKHHKY HE TOJILKO
3CTETHYECKOE HacaaIeHune,
HO M TBOpYECKOE BJOXHOBE-
uue. HekoTopbie LeHHTEIH
oTMevallH ele oJHO y10-
BOJILCTBHE [IPH €e HCIOJib-
30BaHUH — CJAYWATh 3BYK
pacTupaeMol TYUIH.

PL 76

WU WEI-FAN.
INKSTONE AND
INK SLAB

China. 1954.

Stone, carving, China ink.
18,2x9,8; 9,5x4 cu.
Inv, nos. 11244 1, 49093 kn/2

Among numerous articles
present at the scholar’s stu-
dio special place was re-
served for writing imple-
ments. They were called
“the treasures of the wise”,
probably because of direct
belonging to the mystery of
emergence of poetic, calli-
graphic, graphic, and philo-
sophical works. Still each of
them was a piece of art, se-
curing creative environment
for the labours of a scholar,
besides specified purpose.

China ink was made of a
number of components, from
black of various oils to me-
dicinal herbs. The masters
who prepared it had secrets
of their own and preserved
them with great care. Ink
was pressed into slabs of di-
verse forms, often decorated

with relief design and paint-
ing in gold varnish. Bri-
quettes of ink were rubbed
on inkstones made of porce-
lain, ceramics, cast iron, and
so on. The lithic ones, as a
rule, decorated with carving
were the most valued.

The motif carved on the ink-
stone from the Museum’s
collection, that is night
landscape in autumn, con-
veying a mood typical to
Chinese poetry, is one of the
favourite in Chinese orna-
mental art. The pine objecti-
fies might, treasures the
spirit of antiquity, and is
considered a symbol of con-
centration in contemplation.

Through the top of the tree
spreads the white light of
the “queen moon” illuminat-
ing the shrub of chrysanthe-
mum. The latter is a flower
of autumn, “a recluse effus-
ing late fragrance™, preserv-
ing its beauty longer than
other flowers. The artist ac-
centuates natural beauty of
dark stone, its light grey-
green inclusions tinge the
top of the pine and one of
chrysanthemum flowers. A
look at the shape and skilful
carving of the inkstone gave
the artist not only aesthetic
pleasure, but also creative
inspiration at the same time.
Some connoisseurs noted
another delight of using ink-
stone, to listen to the sound
of rubbed ink.
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CTOTIIKH
151 KUCTEX

Kuraii. XVIII—XIX 85,

Bambyk, pesvba, epasuposka.
B.9; 18; I7 cx. [Im. 4; 13; 12,5 ca.
Hrg. Ne 2214 1, 6455 1, 20038 1

K a 6 u n e m 4y 4 e H 0 2 o

s ¢ holar's & 1 4 d

Xopoluasi KHTallckas KHCThb
TpebGyer Oe3yKOpPH3IHEHHOTO
ChbIpbfl M TILLATENABHOTO MOJ-
6opa BOJOCKORB, pasjHyalo-
LLHXCA MO JJIHHE, TOJUIMHE,
ynpyroetu. CaMbie MArkHe
KHCTH Jle]1aloT H3 NyXa, Hau-
O0JIblLIEH KECTKOCTLIO OTJIH-
HaloTeA cAeJaHHBIe U3 BOJYL-
eil wepern. Mexay sTHMH
KpPalHHOCTAMH — JIMChA, 3asi-
4bsl, OBEYbA LIEPCTh, LETHHA
OJIeH#l, YCbl KPBIC H KOHCKHH
Bosioc. Pyuka moxeT ObiTh
cienaHa uz tdapdopa, He-
thpHTa, NanuMps Yepenaxu,
GambyKa.

B xuraiickoit TpanHunu uc-
KyCCTBO BJIaJlEHHSI KHCThIO
CTa/l0 MEPHJIOM MacTepcTBa
XyloxHHKa, B TpakTartax o
JKHBOIHCH W KaJJIHrpaduu
GoablIoe BHHMaHHE YieJs-
eTCs NMpHEeMaM MHCbMa KHC-
ThlO — €€ HaXKHMY, CHJe,

i o

BpalleHHIO, TEMITY ABHAKE-
HUHA, COOTHOIIEHHIO BJIAMKHOC-
TH H cyxocTH. [l1aBHOe Ha-
3Ha4YeHHE KHCTH — BbIpasH-
TeJNILHOH JIMHHEH WM pasmbl-
BOM NATHA TYIIH NepeiaTth
CyTh H306pamaeMbIX npeame-
TOB, MOJYHHAACH TBOPYECKOH
BOJIE XY/IOXKHHKA.

Cronku ans XpaHeHust KHCTeH
Jleslaii M3 pa3HbIX MaTepHa-
JOB, HO oOUTaTeNH “KabuHe-
Ta yueHbIX" NpenouynTanu
6amGyk. MacTtepa HCNoJb30-
Ba/IH €ro ecTecTBeHHYIO (op-
My — MOJbI CTBOJI, HMEB-
WHI nonepeyHsle neperopoj-
KH, KOTOPLIM CHAPYMKH COOT-
BETCTBOBAJH YTOJILEHHS.
3toT, Kazanock Gbl, NPOCTOI
H De3bICKYCHbIH MaTepHaJ
Taut B cefe Maccy BO3MOXK-
HocTeil s macrepa. Tuia-
TeJIbHO OTMOJNHPOBAHHAA 10-
BEPXHOCTh — MpeKpacHblii
(OH 17151 TOHKO BHITPABHPO-

BaHHON Kaaaurpapun. Caox-
Has MHOTOMJaHoBas pe3bba
NO3BOJISIET CO31aBaTh B TOJ-
e CTEHOK NPOCTPAHCTBEH-
Hele neizaxun. ononnurens-
Hbl€ XY10XKECTBEHHLIE (-
(eKTbl IPHBHOCHAT U MOPHC-
Tas hakTtypa, u Geryuike no
CTApOMY CTBOJY TPeLIHHKH, U
H3bICKAHHBIH LBET jepeBa —
TO 30JI0THCThIH, TO TEMHO-
KopuyHesblil. OnpeneneHHbe
accolHalMH poMXAaeT H cam
obpas Gambyka. ITo npou-
HblH, BeuHslit apyr. Ou cpon-
HH YHCTOH H GJAaropoHoi
Jylie HCTHHHOTO Y4EeHOTO.
CosepuaHue ero JHCTBE Ha-
BEBaeT TBOPYECKHE MBIC/IH H
obpasbl. OcobbIi BHL 3MOLH-
OHANBHOr0 HACAAMICHHS —
CAyWaTh WyM 10KaA B Gam-
GyKOBO# pollle — MeJ0jHIO,
POXIAEHHYIO MPHPOAOH.

PL T

BRUSHPOTS

China. 18th—19th centuries.

Bamboo, carving, engraving.
H.9; I8 IT cm.

Dia. 4; 13; 12,5 crn.

Inv. nos. 2214 1, 6455 1, 20038

A good Chinese brush re-
quires perfect raw material
and careful selection of hair
differing in length, thick-
ness, and elasticity. The
softest brushes are made of
down, while the hardest are
those made of wolf hair. Be-
tween these extremes were
fox and hare hair, fleece,
deer hair, rat whiskers, and
horsehair. A handle could be
made of porcelain, nephrite,
tortoiseshell, and bamboo.

The art of wielding the
brush was the main measure
of artist’s skill in Chinese
tradition. Treatises on picto-
rial art and calligraphy paid
great attention to the tech-
nique of writing with brush,

namely stress, applied force,
turning, speed of movement,
and balance between wet-
ness and dryness. The main
purpose of a brush was to
convey the essence of de-
picted items with expressive
stroke or washing of ink
spot, obeying the creative
will of an artist.

Brushpots were made of var-
ious material, but the inhab-
itants of “scholar’s studios”
preferred bamboo. The
craftsmen utilized its natural
form, a hollow body with
septa, corresponded by stru-
ma outside. This seemingly
simple and unsophisticated

material gives the craftsman
a plenty of options, Carefully
polished surface is a superb
background for engraved cal-
ligraphy. Complex multilayer
carving allowed creating
spatial landscapes in the
thickness of walls. Porous
texture, small cracks run-
ning on the old caudex, ele-
gant colour of wood, now
golden, then deep-brown, all
these create additional artis-
tic effects. The image of
bamboo is connotative in it-
self. It is a durable, agelong
friend. Bamboo is akin to
pure and noble soul of a
true scholar. Contemplation
of its leaves brings artistic
thoughts and imagery. To
listen to a pelt in bamboo
grove, a melody created by
nature, is a unique kind of
emotional delight.

186






Ha. 78

COCV/ 1J1d BOJIbI
Kuraii. XIX s,

Heghpum, peavfia, epasuposarxa.

B.5cm, da. 11,5 cu.
Hua, No 14365 |
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Kurafickue XymnomHuuku o
KaJuHrpadbl s passejieHus
TYLIH HCMOJIb30BAJIH ClELH-
allbHLIE COCYbI, B KOTOpPHIE
HajJnBanach wyd 1ou —
“aparouennan soga”. Ouu
BHIMOJIHAHCH H3 (apdopa,
KEPAMHKH H MOJYAParoueH-
HbIX KaMHel: TOpPHOro Xpyc-
TaJif, pU30BOF0 KBapua, ara-
T4, HedpuTa, xanuerona. Co-
3/laBas M3/leJiusl, MacTepa ua-
CTO NMpHAaBasH UM Gopmy
MJIOJIOB, 1IBETOB, JKMBOTHBIX,
OJIHAKO HE OTPAHHYHBAJHCH
MPHPOAHBIMH MOTHBAMH H,
chaeys Tpaauuuun “moGBH K
APEBHOCTH", HepeaKo noapa-
ajlh CTaApPHHHBLIM GPOH30-
BbIM, KAMEHHBIM, KepamHuec-
KHM COCYIaM HJIH JKe MOBTO-
PAJIH XapakTepHble 51 HHX
JIeKOpaTHBHbIE 3/IEMEHThl B
CBOHX MPOH3BEEHHSIX.

d

i o

B myseiinom cocyne peaunk
HCIOJb30BAJ YITHHEHHYIO
dopmy ApesHero GpoH3OBOro
coCy/la, a TaKKe YKPacua ero
(hUrypaMn apxauueckH Tpak-
TOBaHHBIX ApakoHoB. Hx Te-
Jld, HANOMHHAIOLLHE PACTH-
TeJlbHble 3aBUTKH, 06pasyioT
MPHXOTAHBYIO OPHAMEHTAJ b~
Hyl0o kKomnosuuuio. pakon —
MOBEJIHTE/Ib BOAHLIX CTHXHH —
BOTMIOULAJ HIEH MOYILE-
CTBA H BJACTH H He cay4ai-
HO MOMELIEeH Ha cocyme s
Bojtbl. Hedpur, us kortoporo
OH clienaH, HeoOblYaiHo Le-
Huica B8 Kurae. C gpesnoctu
3TOT KaMmeHlb ynoTpebJsics
YISl H3TOTOBJIEHHSI PHTYa/Ib-
HBIX MPEMETOB, TAKHX Kak

AUCK Ou W COCYN {3YH, CUM-
BOJIH3HPYIOUIUX COOTBET-
CTBEHHO HebGo u 3emiio. He-
GpHUTY NIPHIHCHIBAIH MarH-
YecKHe W uenebubie CBOM-
CTBa, d JA0CCKHE aJXMMHKH
A06aBJIsNH €ro B “IIHKCHP
Gecemeptus”. Passimunnie
LBETA ITOrD KaMusi — Ge-
JIbIA, 3eJeHbIH, KeATHI#, ¢
KPAaCHbIMH TIPOMKHJIKAMH H
MOYTH YEPHBIH — CBSA3bLIBA-
JIMCB € KOCMOJIOTHYECKO I
CHMBOJIHKOH, B nosauee
CPelHEBEKOBbLE KpacoTa He-
(hpHTa, ero MHOrOUHCAeHHBIC
UBETOBBIE OTTEHKH, rJjajakas
OTHOJHPOBAHHAS T10JIYIIPO3-
pauHas NOBEPXHOCThL PoKa-
JIH pazHooOpasHbie Mo3TH-
4eckne o0pasbl H CpaBHEHHUS.
C HHM accouMHpoBasy joC-
TOHHCTBA OAAropoaHoro ye-
JIOBEKA H MOHATHE TyMaHHOC-
tH. Oco60 uenumbiii cBetIO-
3eJIeHblH LBET KaMHS OJiH-
LIeTBOPS JKEHCKYIO KpacoTy.

Pl 78

WATER VESSEL
China. 19th century.
Nephrite, carving, engraving,

H5em, L 11,5cm.
Inv. no. 14365 |

Chinese artists and calligra-
phers used special vessels,
where shuiyu, or “precious
water”, was poured to dilute
ink. These were made of
porcelain, earthenware, and
semiprecious stones, such
as rock crystal, rose quartz,
agate, nephrite, and chalce-
dony. Creating their articles,
the craftsmen often shaped
them to fruits, flowers, ani-
mals, however they didn’t
confine themselves to natu-
ral motifs and often imitated
ancient bronze, stone, and
earthenware vessels or cop-
ied ornamental elements
typical for such ware in their
produce, all this to follow
the tradition of “love of an-
tiquity™.

The carver of the vessel from
the Museum's collection
employed the elongated
shape of an ancient bronze
vessel and also decorated it
with figures of dragons in
archaistic style. Their bodies
resembling floral curls form
fancy ornamental composi-
tion. Dragon, the lord of wa-
ters, personified might and
power, and it wasn't inci-
dentally that it was depicted
on the water vessel. Neph-
rite was highly appreciated
in China. From early times
this stone was used in man-
ufacture of ritual items, such
as disc bi and vessel cong
symbolizing sky and earth,
correspondingly. Nephrite
was credited with magical
and medicinal properties,
while Taoist alchemists add-

ed it to the “elixir of immor-
tality”. Different colours of
this stone, white, green, yel-
low, with red streaks, and
almost black, were associat-
ed with cosmological sym-
bolism. In late mediaeval
times the beauty of nephrite,
its numerous tones and
smooth polished semitrans-
parent surface brought forth
various poetic images and
comparisons. It was associ-
ated also with merits of vir-
tuous man and concept of
humanity. Valued chlorine
colour of the stone repre-
sented woman’'s beauty.
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[TEYATb

Kurai. 1746 .

Aearvmamoaum, pessia.
B. 10,5 cx, wi. 9,5 ca.
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[Teuats Goisia cBoeoGpasHbiM
ABJIEHUEM B KHTAHCKOH Kylb-
Type. [lpexne Bcero — sto
CHMBOJI FOCYAAPCTBEHHOM
Bnactu. Ilpu BeTyniaenuu yu-
HOBHHKA B [I0JI3KHOCTb HaH-
Honee BamHON yacTbio Uepe-
MOHHH OBbIJIO BpyuyeHHe Ka-
3eHHoi nedatu. [lo yerano-
BUBLIIeHes Tpaauunn B Kurae
BCE JIOKYMEHTLI 3aBepsijuch
HE MOJMTHChIO, a MeYaThio.
[TosTtomy npakTHueckn Kax-
JIbIH KHTael Wmen CBOW Te-
HaTh, COMEPIKAILYIO €0 HMf.
B tBopueckofi pestenbHoCTH
Y4eHBIX MevyaTk npuobpena
0CcO0YI0 XyL0MKeCTBEHHYIO
aHaunmoctb. OHa onpenens-
Jla aBTOPCTBO NMPOM3BEeHHS,
(hHKCHpOBAJA MCTOPHIO €T0
OBITOBaHKS!, NIOCKOJILKY BCE
BJIAJleJiblibl CBHTKA CTABHJIH
Ha HEM CBOHM KOJJIEKLHOHepC-

JdaHHBIE KPACHOH MAacTHKOM,
oprafmquo BITHCELIBAJIHCL B
KOMIO3HUHIO CBHTKA, CTAHO-
BHJHCh €€ HeoTheMJeMOi 4ya-
CTbK), 8 B MOHOXPOMHOH »KH-
BOINHUCH T}‘I.lIbI'D — @NHHCTBEH-
HbIM IIBETOBBIM MATHOM. Xa-
PAKTEp OTTHCKa 3aBHCEN H OT
Oymard, KoTopylo HCnogb3o-
BaJH XynomHuku. Crenannas
u3 0co60ro chipbs (XJ0MKa,
NeHbKH, GaMOyKoBO#H U Tpoc-
THHKOBOH LEJJIOJIO3bI), OHA
HeoBbl4aiiHO THTPOCKONMHYHA
H NO3TOMY MIHOBEHHO BIH-
THIBAET TYlUb H KPACKH.

[paBupoeka meuateil B Kutae
NoJiy4nJa NpH3HAHHE Kak
ocoOulii BHIL HCKyccTBa. B
HEM MpeKae BCEero leHHJaach
rpacdecKasn BhIpa3uTe/ih-

HAEMBIX B Pa3HbIX CTH/IAX.
XYM0KHHUKH M KOJJIeKUIHOHE -
pbl HMEJIH HECKOJILKO rneya-
Tell, cofepKallux HX HMEeHa,
NCEBAOHHMEI, pasJiMyHble je-
BH3bl, MO3THYECKHE BLICKA3bi-
BaHHS, HA3BAHMA CTYAHH, Ka-
HuHetoB. Pyuka meuatu
oopmasiiack 00LIMHO B BHjlE
MHHHATIOPHOH CKYJLOTYPHI.
HzmobneHHBIME MOTHBAMM
OblfiH H30GpaKeHHs pealib-
HbIX H (PAHTACTHYECKHX MKH-
BoTHbIX. [Teuats 3 myseiiHo-
ro cobpaHus ykpawesa u-
I'YPKaMH JIbBHLBI C JIBYMSI Jie-
TeHbIIAMH, YTO, C OAHOH
CTOPOHbI, SIBJASETCA OXpaHH-
TeJbHBIM 3HAKOM, CHMBOJIOM
MOLLLH, BEJHYHS H SHEPTHH, a
C Jpyro — OJHIETBOpAET
MaTepHHCKy10 3a60Ty H Ji0-
GoBb. B nepennerenuax ten
3Bepei MOXKHO 3aMETHTL H
usoOpamenue rpuba auny-
MU, CHMBOJIH3HPYIOLLErO

Hrue. Ne 2131 1 kue nedyatd. OTTHCKH, cae- HOCTb HepOIIHGOB, BBINOJ- GeccmepTHe,
P79 Seals were a peculiar feature part, and in monochrome ances, and names of studios.
SEAL of Chinese culture. First of ink painting they were the The handle of a seal was
all, this is a symbol of gov- only spot of colour. The na- usually shaped like minia-
China. 1748 ernment. When official took ture of impression also de- ture sculpture. The images

Zhejiang stone, carving.
H. 10,5 cm., w. 9,5 cm.
Inv. no. 21311

up his duties the most im-
portant part of investiture
was the transfer of an offi-
cial seal. It was a common
practice in China to authen-
ticate all documents not by
signature, but seal. For this
reason almost every Chinese
had a seal bearing his name.
In the creative work of
scholars the seal assumed
particular artistic impor-
tance. It designated the au-
thorship of work, recorded
its history, as all owners of a
scroll set their collector
seals to it. Seal impressions
made in red mastic blended
in the composition of a
scroll, became its integral

pends on paper used by art-
ists. Made of special basic
material (cotton, hemp,
bamboo, and reed pulp), it
was extraordinarily hygro-
scopic and thus absorbed
ink and colours instantly.

Engraving of seals was rec-
ognised as a separate art
form in China. First of all,
graphical expression of char-
acters made in different
styles was valued here. The
artists and collectors pos-
sessed several seals bearing
their names, pseudonyms,
various mottos, poetic utter-

of real and fabulous animals
were favourite motifs herein.
The seal from the Museum's
collection is adorned with
figures of lioness with two
younglings, which, on the
one hand, is a protective
sign, symbol of might,
greatness, and energy, and
on the other hand represents
motherly love and care.
Lingzhi fungus symbolizing
immortality is also discern-
able in the tangle of ani-
mals’ bodies.
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[TOJICTABKA [1J151
BJ/IAJKHBIX KUCTEM

Kurait. 1954 .

Kauews, pesviia,
B. 19 cm, we. 21 cm.
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[Tomumo “seTthipex cokpo-
BHIL" — OyMaru, KHCTH,
TYUWH H TYIUEYHHLBI, HA CTO-
JI€ YUEHOI'0 MPHCYTCTBOBAJH
U apyrue npeaMetsl. Jlis
BJIAXKHBIX KHCTEH HCNOJIb30-
BaJld NOJACTaBKH, NMpPEJICTaB-
JsABIIHe coGOH CKYJILNTYpHblE
H300paxeHHs poib, XKHBOT-
HBIX, MJ0L0B, OcobenHo Jo-
OHJIH MMOJICTABKH, H306paKa-
0llHe ropHble neisamu. OT-
HOLIEHHE K NpHpoAEe C JaBHHX
BpeMen B Kutae Gblio oco-
ObiM. CBOE MOHHUMaHHe Gbi-
THsl, CBOH JIlyXOBHbIE YCTpeM-
JIEHHs KHTaHllbl COH3MepsaH
C 3aKOHaMH MHPO3JaHus, a
CBOE OlYLIeHHe KPacoThl
BOTIIOLLAJNH Yepe3 o6paskl
npupoael. [TostoMy nporyaku

ol e s t u d

i o

Tyu"”, THXas Hecega nox ce-
HbIO COCHbI, OT/bIX Y BOJBI,
peiGHas N0OBAA — BCE 3TO CO-
CTABJISIOLLAS TBOPUECKOTO
npouecca, HCTOYHHK BIOXHO-
BeHHS 1M03Td H XYIOXKHHKA.
Kuraiickas scternueckas
TPAmHIHA YTBEPKIAaa Ha-
CllamIleHHe He TOJIbKO FKUBOH
NMPHPOLOH, HO H NIPETBOPEH-
HOH B HekycerBe, Cujist B
ceoeM KaOHHeTe, ydeHBIH Mor
HACJAXKAAThCA HCKYCHO CKOM-
MOHOBAHHBIM cafoM, a1060-
BAThLCH UEI‘:ISEJ'KHb]M CBHTKOM.
[Teiizax Mor npucyTcTBOBaThH
B JEKOPE HCKYCHO BhIpe3aH-
HBIX H3eJHWi H3 JepeBa, cjo-
HOBOH KOCTH, Jlaka, pasJ/iuy-

Myaeiinasn noacraeka npea-
crasafer coboil CKyabNTYp-
Hoe H3oOpameHHe ropHoOTo
maccusa. Komnosuuns npo-
M3BeJeHUs BKOUaeT B cels
HeOOXO0JHMBle MeH3aKHbIe
3JIeMeHThl — Fropbl H BOJbI
(warbyii), KoTopsie BoI-
JOLAT OCHOBHOH 3aKOH
MHpa — eJIHHCTBO JBYX Ha-
4aa UHb U AH, AKTHBHOTO
(ropoi) H naccupHoro (Bo-
abl). Coaeplianue Hameans
MOKET GhITh JOJIIHM W TIpH-
ATHBIM. B3rasn ckoqb3ut no
OKPYIJbIM OYepPTaHHAM CKadl,
HACHAKIAALTCS TPHUYIIHBI -
MH CILIETEHHSIMH CTBOJIOB H
KPOH JlepeBheB, 3ajeprKHBa-
ETCH Ha BRICOKHX 3[aHHUAX C
M3SILLHO 3aTHYTHIMH KOHLLAMH
Kpbilll, MBITAETCA NMPOHHK-
HYTb CKBO3b a)ypHbie pe-
wetkd. OcranaBnuBaeres y
MOJHOXHS ropbl, rjae Kak Gbl
CNBILIHO KYpUYaHHE CTPYysi-

Hue, M 11236 1 B ropax “cpeau o6JaaKkoB H HbIX MOPOJ KaMHeH. uierocs Bojgonana.
P1. 80 Besides “the four treasures”,  of beauty through images of The brushrest shown here is
BRUSHREST namely paper, brush, ink, nature. Accordingly, strolls a plastic image of a massif.
and inkstone, there were in mountains “amidst the The composition includes all
China, 1954, other items on the scholars’ clouds and mist”, a quiet the necessary elements of

Stone, carving.
H. 19 cm, w. 21 ¢m.
Inv. no. 11236 1

desk. Brushrests for wet
brushes were made in the
form of fishes, animals, and
fruits. The most favoured
were the brushrests depict-
ing mountain landscapes.
Since early times a special
attitude towards nature ex-
isted in China. The Chinese
harmonised their conception
of existence and spiritual as-
pirations with natural laws
and externalised their sense

conversation in the shadow
of a pine, a rest near the
water, and fishing constitut-
ed a part of creative process
and served as a source of
inspiration for poet and
painter. Chinese aesthetic
tradition upheld enjoyment
not only of wildlife, but also
of its artistic image. Staying
in his studio, the scholar
could take delight in an ably
composed garden or admire
a landscape scroll, The land-
scape could also be present
in the decoration of objects,
skilfully carved from wood,
ivory, lacquer, and stone of
different kinds.

scenery, namely mountains
and streams (shanshui),
which objectify the main law
of the nature, that is a unity
of the two principles, yin
and yang, active (moun-
tains) and passive (streams).
The contemplation of this
article could be a long and
pleasant occupation. The
glance slips at rounded con-
tours of rocks, rejoices in
fancy entwinements of bod-
ies and tops of the trees,
lingers over high buildings
with elegantly curved finials
of roofs, seeks to find its
way through laced treillages.
[t stops finally at the root of
a mountain, where the illu-
sion of the prattle of flotant
waterfall appears.

192






Ha. B1

MPECCHI B BUJIE
KPOJIMKA,
JKYPABJISI

C MEPCHUKOM,
TJIBIBYLIEN
PbIBKH.

Kuraii XIX 8.

fopubid xpycmaas, pyoun,
Heghpum, azaniesmamonum, pevoa.
B. 5,5 cem. [la. 8,5; 11 cm.
Hua. Ne 2192 1, 10693 1, 2632 |
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K arpufyram KuTalicKoro Ka-
OHHeTa Y4€HOro OTHOCHTCH
paznoobpasubie npeccol. 3a-
KOHYEeHHOE NMpOH3BEIeHHE
AHBOIMHCH HJOH KBJ’IJ’lHl"pﬂCbHH
nyéanpoBanock Ha Gymary,
o6pamasaock MOHTHPOBKOR
M3 LIeJIKOBOH MJIH Nap4yoBoi
TKaHH. ﬂpeme HeM C03/]14Thb
e€ro, aBToOp paccTHnan Ha
r/1aJIKOH MOBEPXHOCTH CTOJa
Kycok Oymard wau weaxa, M
4ToObl 3TH OYeHb TOHKHE,
MoOpoil HeBecoMble 3aroTOBKH,
cJyKalllHe OCHOBOH 1A
MHCbEMd, HE CKOJIb3HJH OT
NPHKOCHOBEHHA KHCTH, He
CAyBaANMHCh CKBO3HAKOM, d MX
KOHILBbI HE 3aKpPY4YHBaJIHCh,
KB.J'I.I'IHFP&[;]]:I HCMOJIL30BAJIH
crielHalbHbIe Tpeccsl, NpH-
MHMarLHe Gymary HJH
LIeJK K MOBEPXHOCTH CTOJA.
Onu cosnaBajuchk M3 Kepa-
MHKH, @ TakKiKe nogayiparo-

LEeHHBIX, MOAENOYHBIX KaMHeN
(Hedputa, caoMcToro arara,
XaJle/loHa, rOpHOro Xpycra-
qs). Huorna ouu umenu Bua
MPAMOYTOJEHON TJACTHHBL,
HO 4allle BCEero Bbipe3ajuch
KaK MHHHATIOPHBIE CKYJbIITY-
pbl. PaHTazus MacTepos Nnp
CO3JlaHHH TpeccoB Oblaa mno-
HCTHHE HEHCTOULHMOH, a HX
KOMITO3HUHH 10A4aC HeOMKH-
JlaHHBl H OPHIHHAJBHBL. DTH
MHHHATIOPbI GbIIH MOJHYHK-
UHOHAJNBHBIMH H, TIOMHMO
CBOEro NpAMOro HagHaueHus,
CHYMMJIH LIS YNpaxKHEHHH H
peflakcalMu MnajbleB Kajulur-
pada. Kpome Toro, nome-
LIeHHbIE HA U3fIlLHbIE MOA-
CTABKH M3 JlepeBa WJH KOCTH,
OHH yKpallaju MoJoYKH
IWKaQUHKOB M 3TaXKepOK,
CTaBHJHCh Ha CTOJELIHHULLbI,

ABJAASACH 0GBLEKTAMH MejnTa-
THBHOro codepuatusi. Camble
MaJeHbKHE TIPECCHKH MOTJIH
HMEeTh pasMephbl OKOJO OJHO-
ro-JByX CAHTHMETPOB, HO H
MpH HX CO3JMAHHH XYLOKHHK
BHPTYO3HO pa3Melllal, Ha-
NpHMEP, JATYLIOHKA Ha JIHC-
T€ JoTOoCa, Ma/JleHbKYIO YJHT-
Ky Ha cretae. [1pencrasnen-
HBIE€ MPpeCChbl BbipE3aHbl B
q:)opme CHAALIIETO KPOJIHKA,
MPHYYLIHBOHA MJbIBYLLEH
PLIGKH H 3KYpaBJisi, CMOJEJIH-
POBAHHOTO B CJIOMHOM pa-
Kypce M JlepKallero B Klope
BETKY C MJ0daMH NEPCHKA.
I_IOC.I'IQJIHFIH KOMNO3HLHA
HMeeT BJaronoxeJsareqbHyio
CHMBOJIHKY M CBfi3aHa ¢ Wie-
el moaronerus.

PI. 81

PAPERWEIGHTS
IN THE FORM OF
RABBIT, CRANE
CARRYING A PEACH,
SWIMMING FISH

China. 19th century.

Rock crysial, ruby, nephrite,
zhejiang stone, carving.
H.58cm. L.835; 11 cm.

Inv. nos. 2192 1, 10693 1, 2632 |

Accessories of a studio of
Chinese scholar include var-
ious paperweights. A fin-
ished painting or piece of
calligraphy was duplicated
on paper and framed with
mount of silk or brocade. At
first an artist would spread a
piece of paper or silk over
the smooth surface of the
desk. Calligraphers had to
use special paperweights
holding the paper or silk
down to the desk, so that
these extremely thin, even
weightless blank sheets
would not slide when
touched by the brush, were
not blown off by draught,

and their ends would not
curl. These paperweights
were earthenware or made of
semiprecious, ornamental
stones (nephrite, sardonyx,
chalcedony, rock crystal).
Sometimes they were shaped
to square slabs, but more
often carved as miniature
sculptures. In making the
paperweights the craftsmen
gave free play to their imag-
ination, and their design
was often surprising and in-
genious. These miniatures
were multifunctional and
served to exercise or relax
the fingers of the calligra-
pher besides their specified
purpose. Furthermore,
placed on elegant stands of
wood or bone they adorned

the shelves of cabinets and
bookcases or were put on
tabletops becoming the ob-
jects of contemplation. The
smallest paperweights could
be one or two centimetres in
size, but the artist would
display his virtuosity even
here, placing, for instance, a
frogling on a leaf of lotus or
a small snail on a scape.
The paperweights shown
here are carved in the shape
of sitting rabbit, fancy swim-
ming fish, and crane given
in a complex foreshortening
and holding a twig with
peaches in its beak. The last
composition is of auspicious
nature and is associated with
the concept of longevity.
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3AKOJIKA JIJT51
CBUTKA.
YKPALIEHHMS

B BUJIE ITOFCHbIX
KPIOKOB

Kurai. XVIII=XIX Bs.

Hegipum, eopueut xpycmaas,
aadeum, pesviia.

Ja. sakoiku 13,5 ca.

Ha. kpokos:

15,5; 14; 13,5; 9,5; 10,5 cu.
Hue. Ne 16652 1/6, 10705 1,
7421 [, 74481, 61761, 74481
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C NOAJMHHBIM [THETETOM OT-
HocHaHCh B Kutae K pyko-
MUCHBIM W KCHIOTrpadHyecKHM
KHHI'aM, CBHTKAM >KUBOIHCH,
COCTaRJABIIHM HEMpPEMeHHYIO
YacTb TPaJHLHOHHOMN MHCh-
MEHHOH KYJbTYPbl 83Hb. DTH
LeHHble npeaMeThl 00bLIYHO
pasmellajruch Ha crelnalib-
HBIX CTOJIHKAX, Hrpas BaXKHYIO
poJb B 0hOPMIAEHHH HHTE-
pbepa, B TOM HHcCjae H KaOu-
Heta yueHoro. Kuuru nepe-
NJeTanuck WeAKOBOH HIH
NapuyoBoH TKAHBK H 3aKaJibl-
BaJHChb MaJeHbKHMH NpsizKa-
MH, KOTOPbLIE BCTABJAJIHCEH B
matepuarthlie netau. Takum
#e o0pazom (HKCHpPOBAJIHCh
cBephyTbhle cBHTKH. [Tocae-
JHHE HepelKo A5t Jayuuied
COXPaHHOCTH MOMEIIaJHCh B
1eJKOoBble, NoAGHTHIE BATOH

i o

HexJbl U QyTaAsipel U3 KaM-
thopuoro nepena. Hekotoprie
H3/eJIUs MpeacTaBaAlnT coboM
NO/UIHHHBIE 1IEeIeBpPbI, KaK,
HanpHMep, XxpaHsallascs B
KOJIJIEKLMH My3esl NpsKKa B
BUJE JeTsllero B obJakax u
UIPAIOLLEr0 KEMUYYKHHON
JIpaKOHA, Bblpe3aHHas U3 He-
HHO-3eJlieHOro, Cco CJNoMHBIM
PHCYHKOM JKajaeuTa.

B ofuxone wHTENNEKTYaN0B
(83HBNICIHG ) HCTIONB3OBAJIHCE
npeaMeThbl, KOTOpble Bbi3biBa-
JIH ACCOLIHALHH C AHTHKBap-
HBIMH PEJKOCTAMH, npeame-
Tamu cTapunbl. Mx dopma
HanoMHHaga ApeBHHE Mnosc-
HBIE MPSIAKKH, H3BECTHBIE B
KuTae ¢ 7 B. 10 H.3., KOTO-
pble CO31aBajHCh H3 OPOH3bI
B TEXHHKEe JIHThSl W AOMOJHA-
JIHCh HHKpYCTauueid GHplo-
30H, 30J10TOH WJH cepelpsi-
HOH Haceukoin. OHH BBICOKO

LEeHHJIUCE U OblIH 0COOLIMH
3HAKAMH COLMAJIBHOTO npe-
ctuxa. [TpsKKH HMeH caer-
Ka BBITAHYTYIO, H30THYTYIO
thopMy € 1eKOPaTHBHLIM Ha-
BEPILHEM B BHIE rOJIOBhI
ApaKoHa, CJYMKHBIIUM KpHoy-
KoM. B nmepuon noaaguero
Cpe/IHEBEKOBbST MPeAMeThl-
NoJIpaKaHHus TAKHM MOSCHBIM
34CTEXKKAM yallle BCero Bhl-
pesaju U3 MnoJyjaparoieHHbIX
KaMmHed, Hanpumep nedpura
uiaK ropHoro xpycraqs. OHu
MPHMEHAJHCH KAK MOACTABKH
IS BJAAXHBIX KHCTeH, npec-
cbl A5 Gymaru, a Takke Kak
H3bLICKAHHBIE KPIOYKH, HA KO-
TOpble BellalH BEPTHKA/b-
Hbl€ CBHTKH,

Pl. 82

SCROLL BUCKLE.
ORNAMENTS
IN THE SHAPE OF
BELT HOOKS

China. 18th—19th centuries.

Nephrite, rock crystal,

jadeite, carving.

L. of pin 13,5 cm.

L. of hooks:

15,5; 14; 13.8; 9,5; 10,5 cm.

Inv. nos. 16652 1/6, 10705 1, 7421
[, 74481, 61761, 74481

Manuscripts and block
books, as well as painting
scrolls, which were an indis-
pensable part of traditional
culture of wen, were treated
with deep veneration in Chi-
na. These valuable items
were usually placed on spe-
cial desks, thus performing
an important role in decora-
tion of the interior, including
that of the scholar's studio.
The books were bound with
silk or brocade and fastened
with small clasps, inserted
in clothen loops. Folded
scrolls were kept likewise.
Not infrequently the latter
were put up into silk padded
wrappers or containers from
camphor tree for better
preservation. Some of these

articles were the real works
of art, the same holds true
for the fastener shown here.
It is made in the shape of a
dragon flying amidst the
clouds and playing with a
pearl, carved from soit green
jadeite of elaborate pattern.

[t was the custom of literati
to surround themselves with
articles associated with anti-
quarian rarities. Their shape
resembled ancient belt buck-
les known in China since
the 7th century B.C., which
were cast of bronze and
complemented with inlay of
turquoise, gold or silver

hatching. They were much
valued and served as specific
symbols of social prestige.
The buckles had a slightly
elongated, bent shape with
ornamental top in the form
of dragon’s head, serving as
a hook. In the late mediae-
val times the imitations of
such belt buckles were
carved mostly of semipre-
cious stones, for instance,
nephrite or rock crystal. They
were employed as brushrests,
paperweights, and also as el-
egant hooks for hanging the
vertical scrolls.
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TABAKEPKH

Kurai. XVII—-XIX ee.

Papgop, xocms, cepdoaur,
aeaibMamoaum, sazam, Hegpum,
azam, cmexao, pocnuce, peasba.
B. 6—10cm.

Hue. N 72501, 73231, 12225 1,
7264 1, 6986 1, 69991, 7190 1,
6976 1, 7090 1, 67481, 73101,
67201, 72681, 7294 1, 6963 1,
7306 1
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TabGakepku — masienbkue Ja-
KOHYHKH JI/Isl XpaHEHHS HIOXa-
TEJLHOTO apOMAaTH3HPOBAH-
Horo tabaka, MoJy4uBlIHe
pacripoctpaHente B Kurtae co
BTOpPO# noaoBuHel 17 B. Cun-
TaJIoCh, YTO APOMATHLIN Ta-
GaK O4YHILAeT KPOBb, PEryJiH-
pyeT KpoBsHOE JaB/IeHHE, H3-
OapJsieT OT NPOCTYIbI, MO-
3TOMY B MOPOULIOK JL0OABIAIH
MEHTOJ, aCMHH, FBO3IHKY.
[TepBEIMH HauanH HCNONB3O-
BaThb TAOAKEPKH HMIIEpPATOPKI
H HX BaHKailiee oKpyxKeHHe,
ac 18 B. OHM WIHPOKO BOLLIH
B OBIT FOpOKaH, NPOH3BOAH-
Jauck Ha skenopt. Tabakepkn
HMEIT pasHooGpa3sHbie op-
MbI: LHJIHHAPHYECKHE, BA30-
Oﬁpasume. B BHIAE MKHBOTHGIX,

u d
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MJ10/10B, MH(OJIOrHYECKHX
nepcoHaxeil. B ropno cocy-
JIHKA BCTABJAETCH BMOHTHPO-
BaHHAA B KPbILIKY JOXKe4Ka.
Matepuasiom 151 H3roToBJE-
HHsI MHHHATIOPHBIX DJIAKOHOB
SIBJSJIHCH T0JY1parolueHHble
KAMHH, CNIOHOBAA KOCTh, Mpo-
CTO€ H MHOTOCJIOHHOE CTeK-
JI0, MeTan, AepeBo, nepJa-
myTp. Monynsapusl 6uiau |
tdapdoporble TabGakepkH, je-
KOPHPOBAHHbIE POCIHCHIO B
CTHJIE BOMBIIMX BA3 H HMEB-
LIHe MapKy C JIeBH30M MpaB-
Jenns umneparopa. TaGakep-
KH BXOAHAH B HaGophl 105
“cTosia yueHoro”, npu IToMm
NpeanoYTeHHe OTAaBa/NOCh

H3EeNHAM H3 KAMHSA C BbisIB-
JIeHHeM €ro NnpUpoJHO
cTpykTyphl. Hanpumep, ene
3aMeTHBIll pesbed cospasad-
Cfl HA OCHOBE CBeTJIbIX H
TE@MHBIX BKpalJeHHI B KaM-
HE, CJOHCTHIH arat TOJLKO
Ut oBancs, YTo NOAYEPKH-
BaJ0 NPHYYJIHBLIH PUCYHOK
Ha ero nosepxHocTH. Bamby-
KOBhLIE COCY/bl MPEJICTaBJIAIN
coboii cpe3 cTBOJIA, a Kepa-
MHYECKHE HMHTHPOBAJH
(pyKTb HaH 0BOLIH. Bhiswi-
BAIOT BOCXHUIEHHE CTEKJISIH-
Hble TabakepkH ¢ ToH4akIel
pPOCIHCEI H3HYTPH, KOTOpas
HAHOCHJIACH CTeLHANBLHBIMH
HCKPHBJIEHHBIMH KHCTOYKAMH
Yyepe3 KPOXOTHOE OTBEPCTHE
cocyla. [namkue, oGrekae-
Mble TaOaKePKH, KaK M Japy-
rHe MHHHATIOPHbIE MpPeAMeTH,
HCIOb30BAJUCE JLIA YIIPAK-
HEeHHA Malbles KaJjaurpada.

Pl 83

SNUFFBOTTLES

China. 18th—19th centuries.

Porcefain, bone, carnelian,
zhejiang stone, gagate, nephrite,
sardonyx, glass, painting, carving.
H. 6—10 cm.

Inv. nos. 72501, 7323 1, 12225 ],
7264 1, 6986 1, 69991, 71901,
6976 1, 7090 1, 6748 1, 73101,
67201, 72681, 7294 1, 6963 1,
73061

Snufifbottles, or small fla-
cons used to keep flavoured
snuff, became widespread in
China since the second half
of the 17th century. The fra-
grant snuff was considered
to purify blood, control
blood pressure, relieve chill,
so menthol, jasmine, and
clove were added to it. The
emperors and their retinue
were the first to utilize the
snuffbottles, and since the
18th century they became a
common feature of urban life
and were even produced for
export. The snuffbottles vary
in shape: there are cylindric
and vase-like bottles, and
also those shaped like ani-

mals, fruits, and fabulous
creatures. The spoon em-
bedded in cover was inserted
into the neck of a bottle,
These miniature flacons
were made of semiprecious
stones, ivory, simple and
multilayer glass, metal,
wood, and mother-of-pearl.
The porcelain snuffbottles
decorated with painting in
style of large vases and
bearing the mark with the
motto of the reign were also
popular. The snuffbottles
were included into the sets
for the “scholars’ desk”, in
this regard the articles of
stone exposing its natural
texture were preferred. For
example, light and dark in-
clusions in the stone served

to create a barely noticeable
relief, while flaky sardonyx
was just polished to set off
fancy pattern on its surface.
Cutting of bamboo body
made a flagon, while earth-
enware ones imitated fruits
or vegetables. Glass snulff-
bottles with wiredrawn
painting on the interior,
drawn with special bowed
brushes through the tiny
hole of the vessel, are simply
fascinating. Smooth, well-
rounded snuffbottles, as well
as other miniature items,
were also used to exercise
the calligrapher's fingers.
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3UMHHUE TOMHKH
JUJ151 CBEPYKOB

Kurai. XVII=XIX pa.

Tuksa, caonosas Kocme, pesefia.
B.12; 14 en.
Hus, Ne 16226 1, 16222 ]
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JLOMHKH /151 CBEPUKOB Mpei-
CTaBJAAIT coGOH creuHa b-
Hble GyTasipbl, B KOTOPbIX
JIePKAJIH MW e PEeHOCHITH
Hacekomblx. Ceepukosbie Gou
B Kutae Gbiin no6HMBIM
paspjeyeHHeM ropoxasd. Ma-
TepHanom s yraspos cay-
JKHaa 0coObIM 06pasom Bbi-
palleHHas H J1eKOpHPOBaHHAS
ThIKBA-ropasiHKa. JTO pacre-
HHe ObIIO He TOJILKO Mony-
JSIPHON OFOPOAHOH KYJbTY-
poii, ero uzoGpakeHue
BKJIH0YA/10Ch B KOMIIO3HIIHH C
6aaronozKeaTeqbHOH CHMBO-
nukoi. [Mnoast xyay (THIKBbHI-
TOpJIAHKH ) ABJASJIHCL aTpHOY-
TaMH 1aoccKuX “GeccmepT-
HbIX" — B HHUX XpaHHJCSH
“3nuKcHp GecemepTus”, no-
3TOMY 3TOT 006pa3 accoLHH-

s f u d
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poBaJicsi ¢ 0JITOH JKH3HBIO H
3noposbeM. Manenuss ua Thik-
Bbl BXOJHIH B oopmiieHHe
“cTosa yqeHoro”, HCNOJb30-
BAJUCh ISl CHATHS HAMpSIKe-
HHA pyKH Kaanurpada. [Tpu
3TOM OOBITPLIBAJHChL €€ Co-
BeplIeHHas oKpyraas dopma,
HeoObIKHOBEHHAS JIETKOCTh,
HapxaTHcTasi, NpHATHAs Ha
OULYMb MOBEPXHOCTb.

Coananue NIOMHKOB — TOHC-
THHE YHHKaJbHbIH crnoco6 u3-
roTOBJIEHHSI NpeJMeTa H3
THIKBBI B NpOLECCe ee pocTa.
KoneuHblit pesysbrat B 60db-
IIHHCTBE cay4aeB Obla He-
rpejCcKa3yeMbiM, H 3TO COOT-
BETCTBOBAJIO Hjee “CroHTaH-
HOCTH TBOPYECKOTO akra'.
@dyTaapel BeIpalMBAJIHChH
BHYTPH IJIHHAHBIX rOpLIoY-
KOB, HajeBaeMblX Ha 3aBs3b
rnjioga, B KOTOPLIX C NOMO-
Liblo pa3bopHOH AePEeBAHHOH
GO.I'IBGHKH co3/1aBaJicsi KOHTp-

pesbedHbiit y3op. MiMenHo oH
H OTNe4YaTbliBaJjCsad Ha NOBEPX-
HOCTH ThIKBLI, KOrjla OHa
BpacTaJa B CTEHKH KepaMH-
yecKoH hopMel, KOTOpYIo 3a-
TeM pasbubann. Pactenue
MPOCYLIHBAJIH, YAAJAIH MfA-
KOTh, MOJHPOBaAJAH, H OTBEpP-
CTHE 06pBMJ'IH.I'lI»{ KOJIbLLOM H3
JAepeBa HJIH KOCTH, B KOTOpOE
MOHTHpPOBaJaCh axypHas
KpbIlIEYKa H3 pa3JiH4YHBIX,
NoOpoH JAparoleHHbIX, MaTepH-
anoB. Cpean nomyasipHbIX
CIOXKETOB PE.I'Ihed)HDI'O ACKO-
pa — nefsaxu, Mmudonoru-
YeCKHE MEPCOHaXH, “LBEeThl
H NTHLB", a TaKKe 3aiind-
poBaHHbIe GJaronoxenareib-
Hble peGychl, HanpUMep
cakbdo (NONHYBILKH rpaHar,
MepCHK H MajabuaThiii JHMOH ),
CHMBOJIH3UPYIOLLMH “MHOKe -
CTBO CbIHOBEMH, J0JTYI0 KH3Hb
M cyacTbe”,

Pi. 84

WINTER GOURD
CRICKET CAGES

China. 18th—19th centuries.

Gourd, ivory, carving.
H.12; 14 cm.
Inv. nos. 16226 1, 162221

Gourd cricket cages are spe-
cial containers used to keep
or transport insects. Cricket
fights were a favourite enter-
tainment of Chinese towns-
folk. The containers were
made of double gourd grown
in particular way and deco-
rated. This plant was not a
mere truck crop, its image
was often included in com-
positions of auspicious na-
ture. The fruits of Aulu (bot-
tle gourd) were an attribute
of Taoist immortals, where
the “elixir of immortality”
was stored, so this image
was associated with longevi-
ty and good health. Items
made of gourd were used to
decorate the “scholars’
desk” and to relieve the ten-

sion of calligrapher’s hand.
Producer of these articles
would make play with per-
fect well-rounded shape, ex-
traordinary lightness, and
velvety, soft to the touch
surface of the gourd.

The creation of cages verily
was a unique example of
making an article from
gourd during the course of
its growth. In most cases
the eventual result was un-
predictable, this being in
agreement with the concept
of “spontaneity of creative
act”. The containers were
grown inside small clay
pots, put on the seed-bud of

the fruit, where a contra-re-
lief was applied employing
folding wooden block. It
would imprint on the surface
of the gourd, when it grew
in the walls of earthenware
mould, subsequently broken.
The gourd was dried with its
flesh removed, then pol-
ished. The hole was en-
framed with a ring of wood
or bone, and openwork cover
of various, often precious
materials was attached. The
popular patterns of relief
employed here were land-
scapes, fabulous creatures,
*flowers and birds”, and also
ciphered auspicious rebi, for
instance, sanduo (cracked
pomegranate, peach, and
fingered citron), symbolizing
“plenty of sons, longevity
and fortune”.
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BA3A, BABOYKA,
KOPOBOYKA
JUJT1 MACTHKH,
IIKATYJIKA

Kurait. XVIII 8.

Papgop, erazype Kpakxae,
arazyps yagudoy, noderasypras
POCRECE KOGAALMOM.

B.21; 14,5 cm, [In. 7; 14,5 cm.
Hus. N 17 1, 8157 I,

HT37 1, 7547 1
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C nauana 18 B. B cBA3K ¢
BO3POMIEHHEM ICTETHUYECKHX
npuruunos snoxu Cyn (10—
13 BB.), KOrna ckaaabiBaeTcs
XYH0KeCTBeHHBIH 00JHK
NpeaMeToB /s YaiHo# Lepe-
MOHWM, OTPA3HBILHX HIEH
YaHb-Oyaausma o6 Haa030p-
HOCTH H HEMO3HABAEMOCTH
MHUpa, noayyaoTt HoJblloe
pacnpoctpanenue tapdopo-
Bble COCYbl € MOHOXPOMHBI-
MH TJ1a3ypsIMH: CepoBaTo-3e-
JNEHOBATOM, WK CeJagoHo-
BOH, HeXKHO-roay6oil, Genoil
H KpemoBofi. B peayakrare
YCOBEPLIEHCTBOBAHHS TEXHO-
JIOTHH NOJIHBBL HA OCHOBE
MEJIHbIX OKHCJIOB B MepHo
Kancu (1662—1722) noss-
JIAKOTCH TAKHE THITLI MOHO-
XPOMOB, Kak {3uxyH (Gbiubs
KPOBb), nepejuBaiouasncs
NypHypHO-aJBLIMH OTTEHKAMH,
gaamda (nnameneroman) —
rycTo-KpacHas ¢ (HONETOBbI-

d
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MH H CHHHMH NOTEKaMH, a
TaKkKe y3aHdoy — “KpacHas
naTHucTasn gacoas”. Chox-
HbIE TOTEYHBIE TJ1a3YPH,
BHYTPH KOTOPBIX MepLAn
NATHA, HIH Ma3KH JApPYroro
OTTEHKA, WJWH NayTHHKA Kpa-
KeJiop, 3acTaBjs/ii J0JIro
BCMaTpPHBATLCHA B HHX. IT0
HETOPONJAHBOE Co3eplLanHne
1laBaj0 NPOCTOP ACCOLUHATHB-
HOll thanTa3uu, Koraa pucy-
HOK TPEUIHHOK HanoMHHan
“Niel Ha BeceHHell peke”,
BETBH JlepPeBbeB, a MypnypHo-
rofiyGble BCMOJOXH — pasJiu-
Tyl Ha Hebe 3apio. Cam npo-
nece ofKHra ¢ ero Henpejgc-
Ka3yeMOoCThblo KOHEUHOro pe-
3yabTata, 00LIrPEIBAHHEM
TEXHOJIOTHYECKHX OTKJIOHEeHHH
TAKKE BKJIOYAJCH B PyCJo
ICTETHYECKUX KaTeropuil (na-

npHUMep, ysoinans — “ecre-
cTBeHHOCTL ). Kpakeaops,
BKpAr/JeHus B TecTe, LIEpo-
XOBATOCTH, 3eJIeHOBAThIE
nATHa “pHCYHKa JuwaiHuka”
Ha rasypu U3siiioy — Bce
3TO poxiano ocoboe, CTONb
NOOHMOe HHTeICKTYAJAMH
olLyluieHHe “naTHHbl IpeBHo-
cru”. Hepeako nosepxuocts
taphoposoro coeyaa pac-
CMaTpHBAJACh XYAOMHHKAMH
KaK »KHBOMHCHBLIN JIHCT, HA
KOTOPOM KOOGaJAbTOM MOTJIH
BHINOJHHTE MAHPOBYIO HJIH
MEH3AMHYI0 KOMITO3HLIHIO.
[Tpu 3TOM riasypes MorJa
OBITh GeJ0H Npo3pauHoi HIH
HMEThb KPeMOBLIH OTTEHOK, ¢
CeTOUKOH KpakeJiop.

Pi. 85

VASE, SMALL VASE,
MASTIC BOX,
CASKET

China. 18th century.

Porcelain, crakle glaze,
Jiangdou glaze,

underglaze blue-and-white.

H. 21; 14,5 em. Dia. 7; 14,5 cm.
Inv. nos. I7 1, 8157 1,

117371, 7547 1

The early 18th century in
China was marked with re-
vival of aesthetic principles
of the Sung times (10th—
13th centuries). The latter
was the period, when the
outlook of accessories for
tea ceremony, reflecting
Chan Buddhist concepts of
illusiveness of things and
impossibility of speculative
cognition of their nature,
was developed. Porcelain
vessels of monochrome
glaze, grey-green, or cela-
don, pastel blue, white, and
ice-cream, came into use
since then. A further devel-
opment of glazing technique
of the Kang-xi period
(1662—1722), when cupric
oxides were used as an ac-
tive glaze-forming flux, pro-
duced such types of mono-
chromes as jihong (sang-

de-beuf), a glossy glaze
with purple-scarlet tonings,
flambeu (flamboyant), rich
red with purple and blue
sags, and also jiangdou, or
“bean red”, known in the
West as “peach bloom™.
Complex glazes gleaming
with splashes, streaks of dif-
ferent colour or network of
fine crackle made one peer
into them for a long time.
This unhurried contempla-
tion could give one's fancy a
free play, and the network of
crackle was soon conceived
as an “iced river in spring”
or branches of a tree, while
purple-blue blazes resem-
bled the dawn. The process
of firing with its unpredict-

ability of the end result and
play with technologic devia-
tions was also included into
the context of aesthetic cat-
egories (such as ziran, or
“naturalness”). Shelling, in-
clusions in the body materi-
al, seediness, greenish spots
of “lichen design™ over
Jjiangdou glaze, all these
brought forth a peculiar feel-
ing of “patina of antiquity”,
so dear to literati. The sur-
face of porcelain was often
considered by artists as a
pictorial space, where genre
or landscape composition
could be painted with blue
cobalt. In this case the
glaze could be translucent
white or have an ice-cream
toning with a network of fine
crackle.
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AKBAPHYM

Kurai. Kowen XV1 8.

Papdop, nodeiasypras POCRUcs
Kofaibmon u HadeaasypHas
AMALAMU U HedeInol Kpackol.
B. 26,5 cm, dm. 36 cm.

Hus. Ne 20115 1
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Papdop Gbl1 TOHCTHHE He3a-
MEHHM B KHTaicKoMm obuxoje.
Cpean kpynHeix gopm obpa-
AIOT Ha ceOs BHUMaHHe ca-
JIoBble TabypeThl, KALINO A15
lepeBLeB M LIBETOBR, aKBAPHY-
Mbl, KOTOPbIE YKpallaJjin ca-
JI0BO-T1apKOBble aHcambJiH.
Tpanuunonnsiil can cpeane-
Bekoporo Kuras — 3710 csoe-
ro poia pyKOTBOPHbIH nei-
3ax, obo3HayaBLuHiica co-
BOM WAHbWYLH (rOpbl—BO/BI ).
Boabuiyio posib B Hem Hrpa-
Jla BOJla, OTpaKaBllas OaHY
H3 aByx cy6Getanuuii Bee-
JeHHon — wune. [opbl xe
BOMJOWAJH H, 103TOMY
HeoOX0IMMbIM JIOTIOJIHEHHEM
ObIIH NPHPOJHBIE XOJMbl B
OOMBLIMX MAaPKOBLIX aHcamG-
JIAX, KAMHH HJIH HeDoJiblliHe
¢urypubie rabiObl B cajuKax,
OKPYKABLIHX “XHMKHHBI yue-
Hbix". MeKyceTBeHHbIE BOLO-
eMbl Yallle BCero npejicras-
Nsnn co00H KaMeHHble HIH
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KepaMHyecKHe aKBapHyMbl,
HEPELKO yKpalleHHble 1eKO-
PATHBHBIMH OCTPOBKAMH ¢
pacTeHHsAMH, MOCTHKAMH H
OeceakamMd. OHH CTABHJIHCH
HE 04eHb BBICOKO, MOCKOJbKY
NMJIABAIOIIHMH B HHX phIOKaAMH
J1000BAJHCh CBEPXY, HO TaK,
4T0OBI OJIHOBPEMEHHO MOMKHO
OBLIO paccMOTpeTh JeKOp HX
GoKoBbIX cTeHok. HabGaione-
HHE 33 30JI0TBIMH pbiOKamMu,
MJAEBHO LIEBeJIALLHMH ByaJis-
MH XBOCTOB M IJIABHUKOB,
TAK e Kak JJINTesabHoe Co-
3eplanye NJbIBYILHX B HeOe
006J1aK0B, TpenellyulHx Ha
BeTpy JNHCcTheB OamOyka,
CBHCAIOWIHX C MIJl COCHBI
Kaneqb A0#asd, Obl10 Cpoil-
HH MeIHTALHH nepej TBOP-
YeCKHM MPOLEeccoM.

B nepuog Mun (1388—
1644) Goablioe pacnpoct-
paHeHHe noayuyaioT dapdo-
pPOBbie aKBAPHYMbl, 1eKOPH-
POBAaHHbLIE B TeXHUKE DOCIH-
CH yyal (nATHUBETHAR) C
NpHMeHeHHeM TOArIa3ypHOi
pocnHeH KoGaabTOM H Haj-
rJa3ypHo# 3MajieBbIMH
KpacKaMH H JKeJe3HOH Kpac-
noit. Ciokerami 06bIYHO 5B-
JstIHCh H300paxeHHs JoTo-
COBOTO Mpyla HJH 30J10ThIX
pbIGOK cpelu Bojopoched,
YTO CO31aBaJo HJ/AJMK3IHIO
Mpo3pavyHOCTH aKBapHyMa.
Hnsi konua 16 B., Bpemenu
CO3[aHHf NMpeacTaBJeHHOro
cocyla, XapakTepHO COe/u-
HEHHE peajiH3Ma H YCJIOBHO-
CTH B H300paKeHHH 3JeMeH-
TOB KOMTIO3HIIHH H KOJIOpHC-
THYECKOro nmoCTpOeHHH.

PI. 86

AQUARIUM

China. Late 16th century.

Porcelain, underglaze blue-and-
white and overglaze enamel
and iron red.

H. 26,5 cm, dia. 36 cm.

Inv. no. 200151

Porcelain was essential for
Chinese way of life.
Amongst its large forms gar-
den stools, cache-pots for
trees and flowers, and
aquariums, which decorated
the gardens, stood out. Tra-
ditional garden of mediaeval
China was a kind of man-
made landscape, designated
with the word shanshui
(mountains and streams).
The water was essential as
it reflected yin, one of the
two great principles of the
Universe, while the moun-
tains objectified yang, thus
making natural hills indis-
pensable for large parks and
stones or small figurate
blocks for gardens surround-
ing a “sholar’s cabin”. Arti-
ficial reservoirs were mostly

stone or earthenware aquari-
ums, not inirequently beau-
tified with decorative islands
with plants, bridges, and pa-
vilions. The aquariums were
stationed not very high, as
the fishes inside were ob-
served from above, but at the
same time so as to allow the
viewing of decor on the side
walls. The viewing of gold-
fishes, waving gracefully the
veils of their tails and fins,
as well as continued contem-
plation of cloud-drift, winded
bamboo leaves or drops of
rain slivering from pine nee-
dles, was akin to meditation
before a creative act.

In the Ming times (1388—
1644) porcelain aquariums,
decorated in the technique
of wucai (five-colour) paint-
ing applying underglaze
blue-and-white as well as
overglaze enamel and iron

red, gained currency. Sub-
jects for painting were usu-
ally found in images of a
pond with lotuses or gold-
fishes amidst the water-
weeds, which created an il-
lusion of aquarium’s trans-
parency. The late 16th cen-
tury, the time when the
shown vessel was manufac-
tured, is characterized by a
blend of actuality and sym-
bolism in the depiction of
the composition’s elements
and colour palette.
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KYPHUJIBHHULIA

Knrait. XVIII n.

Bponsa, aumse.
B.78.8 cu, dm. 38,5 cu.
Hna. Ne 1691 I/a
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Hurepbep “kabGunera yueno-
ro” HepeaKko AONOJHSIH
MpejMeThl, OTJAHYAIOLHECS 110
CBOEMY XYJ0XKeCTBEHHOMY
00JHKY OT GOJIBIIHHCTBA YT~
sapu. Ho onu se nporusope-
YHJIH “JlYXY 9AHTApPHOCTH”,
MOCKOJILKY NPeACTABJNAIH CO-
G0l KOJMIEKIHOHHBIE IPEBHHE
PapUTeThl WilH BLITIOJIHEHHbIE
UM noapaxanus. “CoGupanue
ApeBHocTel” (eysaHb) Bxo-
JIHJIO B KOMILJIEKC “HHTeJIeK-
TyaasLHOro jocyra”™ Hapasue c
3aHATHEM KaJaurpadue,
Ao6oBaHMeM KapTHHAMH MpH-
pojibl, yaenuTHeM, Guaocod-
CKHMH Gece/lamMH C JIpy3bsiMH.
Cobuparessetso sBasaoCh
cnoco6om “Gerctsa” oT Beero
BYJIbFAPHOTO, PYTHHHOIO, B
HEM OTpaKa/lach JHYHOCTD

i o

YeJI0BeKa, ero BKYChbl H MpH-
cTpacTusi. Ycunenne B 17—
18 BB. cnpoca Ha aHTHKBa-
pHaT BbI3BAJI0 K MH3HH Npo-
H3BOJCTBO MOJIparxKaTe/bHbIX
TPOH3BeeHHH. ITO MOTJIH
ObITh KdK TOYHbLIE KOTHH, TAK
H BapHaTHBHbIe 00paslipl, rie
dapxanueckas nepBoOCHOBA
obpacTajia MHOTOYMCAEHHBIMH
JEKOPATHBHBIMH 3JIEMEHTAMH,
OTHOCHLMMHCS K Gosiee no-
3aHeMy nepuojay. Ocobo 1ie-
HHIHCh OPOH30BBIE KYPHJIb-
HHLBI, KOTOPbIE MOABHIHCH
ewe Bo 11 Thic. 10 1.5, Onn
BXOJIMJIH, BMECTE CO CBHTKA-
MH, I1AXMaTaMH H KHHTaMH, B
KOMMO3HLHH ¢ H300paMmeHHeM
“lparoueHHoctell” (coibao).
Cocybl HaMOJHSNHCL KypH-
TeJbHLIMH GJaroBOHHAMH H
SIBJSLIUCE SIPKHMM aKILeHTaMH
HHTEpbepa.

B npejcrasaennom npous-
BEIeHHH, BBLIMOJHEHHOM B
18 B., apxanueckuii pesnnb-
e(dHLIH IeKOp B BHLE CTHJIH-
30BAHHBIX MTHIL COEJIHHEH C
paCTHTQ.I'IthIM'UpHaM@HTOM
Ha KpbILIKE, YBEHYAHHOH
CKYJBNTYPOH JbBa Wily3bi,
HIPAIOULErO a:KYPHBIM MAYOM.
HMzobpamenne panracruiec-
KOTO JIbBa, NepPBOHAYAILHO
CBA3AHHOE C MEeAMH OyIH3-
Ma, NOCTeneHHo NnpespaTH-
Jock B OadronoxenatebHbl i
aHak. [lonoGhas Tpaucdop-
Malus 3aTpoHyna u Oogee
JIpeBHHE 3JeMEHThl, KakK, Ha-
npumep, pedbedHbId y30p Ha
TYJI0BE mMaome, BEINOJHAK-
HH HA APEBHHX COCYyAax
poJib oGepera epTBeHHOH
MHUH, & B JaHHOH KOMITO3H-
LLHH, CKOpee, HATOMHHAI-
IHH CTHAH3OBAHHYIO MOJ
6ab0uKy JeTY4YYI0 Mblllb,
koTopas B Knrae Goina
CHMBOJIOM CHACThA.

P1. 87
INCENSE BURNER
China. 18th century.

Bronze, casting.
H. 78,8, dia. 38,5 cm.
Inv. no. 1691 {/a

Not infrequently the interior
of a “scholar’s studio” was
supplemented by articles dif-
fering from the majority of
accessories in their appear-
ance. Still, being collectible
ancient rarities or their imi-
tations, they did not run ad-
verse to “the spirit of elit-
ism”. “Collecting of an-
tiques” (guwan) was a part
of “intellectual leisure” to-
gether with calligraphy,
viewing of the landscape,
drinking of tea, and discus-
sions of philosophical mat-
ters with friends. Collecting
was a kind of “escape” from
the things vulgar and rou-
tine; it reflected the person-
ality of collector, his tastes
and favours. The growth in
demand for antiques in the
17th—18th centuries called

into existence the manufac-
ture of imitations. They
ranged from faithiul repro-
duction through large reper-
toire of variations, where ar-
chaic basis was furnished
with numerous decorative el-
ements of later origin.
Bronze incense burners
known since the second mil-
lennium B.C. were particu-
larly valued. They were por-
trayed in compositions, de-
picting “the four treasures”
(sibao), together with
scrolls, chess, and books.
The vessels were filled with
incense and served a vivid
accent of the interior.

The article shown here was
made in the 18th century. It
blends archaic relief decor in
the form of stylised birds
with floral design on the lid
topped with the sculpture of
Buddhist lion playing with
an openwork ball. This crea-
ture gradually became an
auspicious symbol. Same
transformation could be also
observed in more ancient el-
ements, such as reliefl deco-
ration on the body, or fao-
tie, which served as a pro-
tection of sacrificial food in
old vessels, while here it
rather resembles a bat styl-
ised like butterfly, a symbol
of fortune in China.
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KYBOK

Kuraii, XVIII 8.

Poe nocopoea, peavba.

B. 9cm, Oa. 14,5 cM.
Hua. Ne 1930 1
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Kpyr npumeHeHus pora HOCO-
pora B NPHKJIAHOM HCKYCCT-
Be Kutas Obl 10CTATOYHO
wupok. [lnactuHamu U3 Hero
NIEKOPHPOBAJH POCKOIIHBIE
nosica, KOTOpbie MPUABOPHbIE
HajlleBajqH Ha HMIEPaTOPCKHE
NpHEMbl, CKHTIETPbI, PyKOATH
KHHXKAJO0B, NAJ04YKH VIS eJIbl.
Oco60#H NPUTAraTeNbHOCThIO
IR KHTalleB obyaganu amy-
JeTsl H Gpacaerhkl U3 3TOr0
maTtepuana. Pory Hocopora
MPHITHCHIBAJHCH Marnyeckue
CBOHCTBA — €ro LUEHHJIH Kak
sthdheKkTHBHOE BO3OYIKIAIOILLEE
CPELCTBO, KaK NPOTHBOA/HE
ot Beex sipoB. Cocyabl U3
pora npenojiHOCHJIHCh B Ka-
4yeCTBe Harpajibl y4eHbIM, OT-
JIMUHBIIAMCA NPH cave rocy-
JAapCTBEHHLIX 3K34MeHOB.
EcTb cBegeHus o6 HX HC-
NoJbL30BAHHH BO BpPeMs XKep-
TBEHHBIX XPaMOBLIX BO3JIHS-
nuit. Hao6paxenue camoro

d

i o

pora BXOJHT B COCTAB “BOCh-
MH AparoueHHocTed” Kak no-
enanne GoraTcTea.

Por Hocopora cuuTajcs B
cpenneBekosom Kutae nparo-
LLeHHbIM MaTepHanom, o6Ja-
JAKUHM BbICOKHMH HBEJHP-
HBIMH Ka4eCTBaMH — TpPH MO-
JIMPOBKE OH CTAHOBHJICS 1O~
JIYNIpO3payHbiM M pe3Hoit op-
HaMeHT Ha HeM npuobpeTtan
ocobyio rayGHHY M Ocsi3a-
TeJbHOCTh. B TOM ciyyae,
KOIJa por HMeJ MATHA HJH
NpoXuIKH, obpasyolne
KpPacHBBIH y30p, €ro noBepx-
HOCThL OCTABJISIM [JIAIAKOH,
OCHOBHON MOTHB yKpalleHHs
My3eliHoro Ky6ka — MblllHbIE
KyCTbl NMHOHA, KOTOpble o6pa-

3YIOT pyuYKy cocyad, Mepexo-
AAT BO BHYTPEHHIOK YacTh,
pacrioJiaraloTcs Mo CJIHBOM,
Ouu BOCNIPHHUMAIOTCA MOA-
4ePKHYTO MJAACTHYHO Ha (hoHe
MJI0CKO TPBKTOBBHHHX CcKaJg,
06pa3oBaHHBIX CJAOHCTOH
cTpyKTypoii pora. CeeTJiblit,
MOJyNpo3padtbii CHAPYZKH,
KyGoK umeeT HoJiee TeMHbIH
uset BHyTpH. Tam nomeleno
pesbeHoe H3oOpamenHe
MTHILBL. ﬂaHHaﬂ KOMIO3HWLIHA
SIBJISIETCS NPeKpacHbIM 006-
pasloM HHTeprnpeTalHn KaH-
pa “uBeTbl W NTHUb" B KH-
TalCKOM MPHKIaAHOM HCKYC-
crBe. [TnoH cumBonH3UpYyeET
BeCHY, GOTaTCTBO H MbILL-
HocTb. Ty e CHMBONHKY
uMeeT haHTacTHYecKas MrTH-
ua ghanxyar. Bmecre ¢ tem,
IBETH H NMTHLbL BOIMJOWAKT
B cefe elHHEHHE ABYX BeJIH-
KHX Hayaj MHpa — UHb W AH.

Pl. 88

BEAKER

China. 18th century.

Rhinoceros horn, carving.
H. 9cm, Il 14,5 cm.
Inv. no. 19301

Rhinoceros horn enjoyed ex-
tensive employment in the
arts and crafts of China. It
was used to make plates for
decoration of luxuriant gir-
dles worn by the courtiers at
the emperor's audiences,
sceptres, dagger hilts, and
chopsticks. Amulets and
bracelets made of rhinoceros
horn had a special appeal on
the Chinese. It was credited
with magical properties and
valued as an efficacious
stimulant and antidote
against all poisons. Vessels
made of horn were bestowed
on scholars, who became the
laureates of imperial exams,
as a prize. Evidence exists
on their usage at sacrificial
temple libations. The image
of the horn itself was includ-
ed into the list of “the eight
jewels” as a wish of wealth.

In mediaeval China rhinoc-
eros horn was considered a
precious material of gem
quality. When polished, it
became semitransparent,
while its carved decoration
gained unique depth and
tactual property. If a horn
possessed droplets or
streaks forming a nice pat-
tern, its surface was left
smooth. The main motif in
the decoration of the Muse-
um’s beaker, that is exuber-
ant peony shrubs, forms the
handle, descends into the
interior, and ranges beneath
the spout. The shrubs look
pronouncedly sculpturesque
as compared to flat rocks
formed by the lamellar

structure of the horn. The
inside of this lucent beaker,
semitransparent from the
outside, is of darker colour.
It bears a relief depiction of
a bird. This composition is a
fine example of interpreting
the “flowers and birds”
genre in Chinese decorative
art. Peony symbolizes
spring, wealth, and splen-
dour. Fabulous bird feung-
huang has the same sym-
bolism. At the same time,
flowers and birds visualise
the balance of two great
principles, yin and yang.
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Om Cpedusemnoeo mopa no
cyue do lumaraes u no mopio
s8doae noBepexos, uepes ocm-
pos ledron, dpesnww Tanpo-
Gawny, u daivwe Ha 8OCMOK wau
cyda u Kapasawe Beauxozo
lleakosoeo nymu. Te xe dopo-
eu caymuan nopol u godckam,
npoxoduswium ¢ sanada na soc-
MoK u ¢ aocmoka Ha 3anad.
Beauxkue umnepuu dpesnocmu u
cpedHeseKosbR Mo paccmuia-
MUCH HO 2POMATHBIX RPOCTIPaH -
cmeax, mo pacnadaiucs, yemy-
nas Mecmo HOBLIM Rpagume-
aam. leemyuwue copoda ucuesa-
Al € AUKA 3EMAU U BHOBL BO3-
poxdaruce na mex me Kapa-
sannsix nymax. H emecme ¢ du-
KOBUHHbBLMU MOBAPAMU 13 daib-
HUX cmpau npuxoduil dusHue

pacckasu, KHuew, KapmuHol,
HoBwe obOmuan U KOCHOMB,
Tak, scaed 3a noxodamu Aiex-
candpa Maxedonckoeo na Boc-
MOK npuxodum Kyismypa 3a-
AuHcKo2o Mupa, apabekiue 3a-
BOEBAHUA NPpUHOCAmM ¢ coboil
HOBYIO Bepy U HOBBL A3WK, @
npu Yureusdudax 8 npukiaduon
uckycemse u susonucu om fla-
Mupa do Anamoauu nosasasion -
€A KUMauckue MoOmuas.
Apabesutt  s3wmk,  lingua
franca mycyavmancroco Bocmo-
Ka, csa3uean HYEeHBX W no-
3MOG, PAIOCAEHHBLY 02PDOMHBIMU
PACCMOSHUAMI U BeKaMu, a
MHOZOMUCACHHBLE Nepeaodnl aH-
MUHHBX AB8MOPO8 BOWAL 8 HA-
credue apadcekod u nepcudckoi
Kyavmypoi. B caow owepeds, na
aanad uepes apabckulli A3viK
npuxoduiu namamuuku undud -
CKOU HAYKW © CADBECHOCTIL.
baecmawui pacysem xyavmypeo
ucaama Owa Goo HegOIMONMEH
fiea mex ocHos, Komopoie Ootai

JAN0MeHb ewe 8 dpesnocmu.
Hedapom e seaukom meaoperuu
Pupdoycu “Mlax-wame”, uemo-
puu npasienus u deanud ya-
peil, pacckassgaemecs o dpea-
HUX npagumeanx — aecendap-
HoMm  [warwude, nayuuswes
Atoded scem Hayxkam u pemec-

AaM; seaukod  Hexaundepe
(Aaexcandpe Makedonckon),
cacanudcxom yape Xocpose

Anywupsane. C obpazom waxa
CBA3AHO npedcmasienue o ye-
AOCMHOCMU u GrazodeHcmeauu
eocydapcmea: on Golr cpedomo-
duem ocobod Gaaeodamu, yape-
Kot ydawu — xsapuo (dapp).
llpoyeemanue cmparn accoyu-
uposarocy ¢ npebuieanuen oaa-
2020 NPasumMenrs Ha mpowe, u
paz 8 eod emy caedosaro
o0®Be3mamo céou saadenus, uc-
mo4yas Ha Hux ceowr Oageo-

By land between the Mediterra-
nean and as far as the Himala-
yas, as well as by sea along
the coastline reaching Ceylon,
an ancient Taprobana, and fur-
ther to the east, the ships and
the caravans of the Great Silk
Road travelled. The armies,
coming [rom the west to the
east and in the opposite direc-
tion, sometimes employed the
same routes. The great empires
of antiquity and mediaeval
times would for some time oc-
cupy infinite spaces, then dis-
solve, giving way to new rulers.
Magnificent cities were levelled
to the ground and then re-
surged at the same caravan
routes. Together with curious
goods from remote lands came
wonderful stories, books, pic-
tures, new customs and cos-
tume. Thus, the campaigns of

Alexander the Greal introduced
the Hellenic culture to the Ori-
ent; Arabic conquests brought a
new creed and a new language,
while Chinese motifs appeared
in applied and pictorial art of
regions from Pamir to Anatolia
under the Chingizids.

The Arabic language, a lin-
gua franca of the Islamic Ori-
ent, bound scholars and poets
separated by vast distances
and centuries of time, while
numerous translations of clas-
sic authors became a part of
the Arabic and Iranian cultural
heritage. In its turn, the West
learned about Indian science
and literature through the me-
dium of Arabic. The brilliant
cultural explosion of Islam
would have been impossible
without the foundations laid in
the times of antiquity. “Shah-
namah”, a great work by Fir-
dowsi, a history of the reigns
and deeds of the monarchs,
contains, quite reasonably, the

information on the kings of
old, such as the legendary
Jamshid, who taught to men
all sciences and crafts; Iskan-
dar the Greatl (Alexander the
Great); and the Sassanian em-
peror Khosrow Anushirwan. The
figure of the Shah is closely re-
lated to the concept of integrity
and the welfare of his realm,
Jor he possessed distinctive
charisma, a royal fortune, or
khvarenah (farrah). The pros-
perity of a country was associ-
ated with the reign of a good
monarch, and he had to visit
through his domain once a
year, emanating his grace. The
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dams. Ecmecmeenno, umo yap-
crkull deop doaxceH Boimb co-
dpanuesm gcex JOCMOUHCME U
cokposuw, mydpocmu, dobaec-
mu, Kpacomel & maaawma.

B  nosecmu cacanHudckol
anoxu onucal udean moaodozo
yer08eKka, npubuigaloujezo Ko
daopy: oH doaxen Oua 3HAMb
merxcmut “Agecmut” u KOMMeEM-
mapun K HUM, Ooimb UCKYCHOLM
s dwuzcumosxe, cmpeavbe U3
AyKa u BaadeHuu Konvem, uzpe
8 noao, pexmosanuu u Gopeoe,
nenul U uepe Ha MYIslKarbHbLX
UHCMPYMERMAX, COYUHEHUN NO-
IMULECKUX IKCNPOMIMOE, c8edy-
wWuM 8 uzfuHol aumepamype,
a maxxce 8 Hayxe 3gesd u naa-
Hem, sAademy uepoil 8 Waxma-
moi u Hapdoe. On makxe doa-

deeH pazbupamocs 8 copmax
gun u Oaodax, 3name MOAK &
Kpacome Merwun w docmoun-
cmeax KoHell. 3dece nepexucie-
M6l ROYmMU Bce suUdb 3HAHULD,
Heobxodumnx dag nocewyeHun
yapcKux npuemMos, Komopoie yc-
mpausaiucs 8o degopye uau,
waiye, & cady. Tpaduyus nodob-
HbLX npuemos npodoaxcara pas-
BUBAMbBCA U 8 INOXY UCcAAMA.
Hacaraxcdenue myavikod uau
Kpacomou yeemos, cocmA3aHua
8 pucmaiuuax npudeopHbLx no-
smos, gurocopckue ducnymet u
YymonueHHble nupuiecmsa Golau
He moabKko daHsio npudsoprHOMY
amuxemy. Obpazosannocmo u
xydoxecmeenHal 00apernocms
YeHUAUCH CMOAb BBLCOKO, 4MO
ofuiue npu deope mydpeyos u
YHeHbX NPUPABHUBANIOCH K 8O-
eHHOMY Mocyuecmay 2ocydapa.
Hepedku caywau, roeda npu

court, naturally, had to be an
assembly of all virtues and
treasures, such as wisdom, va-
lour, beauty. and talent.

A novel from Sassanian
times describes the ideal of a
young man, who came to the
court: he had to master Avesta
and its commentaries, be
skilled in horsemanship, ar-
chery and the command of a
lance, the game of polo, sword-
play and wrestling, singing and
music, as well as composition
of verses impromptu. He should
have knowledge of belles-
lettres, and also of the science
of stars and planets, as well as
manage the game of chess and
nardy. He also should show
discrimination about different
wines and dishes, and be a

judge of female beauty and the
merits of horses. This is a bare-
ly complete list of branches of
knowledge, necessary to atiend
court receptions, which were
arranged in the palace or, more
commonly, in the garden. The
tradition of these feasts was
preserved and further developed
in the Islamic period. The en-
Jjoyment of music or the beauty
of flowers, contests of court po-
ets, philosophical disputes, and
refined feasts were not only a
symbolic tribute fo court eti-
gquette, Education and artistic
talent were valued so highly
that the abundance of a court
of scholars was valued equally
with the military power of the
monarch. The capture of cities
in military raids not infre-
quently led to a movement of
complete libraries, while the
scribes and artists were some-
times forcedly resettled to the
court of the victors.

Zaxeame copodos 80 SpeMi 80-
eHHbIX Habeeos blBO3UAUCH Ye-
abe Gubauomexku, a nucys u
XYdoxmHUKY nopod  Hacuab-
CMBEeHHO nepeceisiucs Ko dso-
py nobedumeaeil.

Muocue npasumeaiu u camu
ydeasau BHUMAHUE HaykaM u
xydowcecmay. Ulax Hemaua us
dunacmuu Cegesudos (1502—
1524) nucaa cmuxu nod ncea-
donunon Xamau, ezo coun Tax-
smacn  (1524—1576) yuuaca
Kaaduepaduu 1 cam nepenucan
Knuey ob uepe 8 noao, a Hopa-
eum-mupza us Mewxeda cobpaa
gOKpYe ce0a AYHULUX MYIbIKAH -
moa ceoezo spemenu. Tumyp
lypean (1370—1405) ysaexanr-
€A uepoll 8 Waxmamol, €20 BHYK
Vayebex (1409—1449) bbin se-
aukum acmporomon. Mpyeod
nomosmok Tumypa, cyaman ba-
6yp, naduwax Huduu (1483—
1530), ydeanas MHO20 BHUMAHUSA
Kaaauepauu, neamoasoeud u
cadosodcmay; e2o eHyk AxbGap

Many rulers attended to sci-
ences and arts themselves.
Shah Esma’il (1502—1524) of
the Safavid dynasty composed
verses under the pen-name of
Hatai, his son Tahmasp
(1524—1576) studied calligra-
phy and himself copied a book
on the game of polo, and lbra-
him Mirza from Mashhad sur-
rounded himself with the best
musicians of his times. Timur
Gurgan (1370-1405) was a
great enthusiast of chess, and
his grandson Ulugbeg (1409—
1449) won a reputation as a
great astronomer. Another de-
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(1542—1605) ussecmen caoum
ROKPOBUMEALCMBOM MHUBORUCU,
COBCMBEHHBIMU  ApXUMEKmyp-
HblMu npoexmamu u guaocodpc-
Kumu ducnymamu, a €20 Ha-
caednuk mupza Caaum, 8no-
credemeuu naduwax [rcaxaneup
(1605—1627), moe omaukumo
pyky awboeo xydomHuka us
CBOUX MACMEPCKUX U 4ACMO CaM
ROONUCHBAL UX MUHWAMIOPOL.
Camvim apxum npossienuem
mpaduyuu madmcauca (Oyk-
saavno “cudenue”) — baazo-
podroeo cobpanus — OGuau no-
IMmudecKue coOCMmAIanus Hasu-
pa, 8 KOMopux no3nmsl, UCROAb-
3ya me uAl uKBE mpons 8
CMUXax ceoux NPomMuBHUKOS,
doaxcror Guau dagans Ha HUX
UMAPOGUIUPOBARHBIE OMBEMbL.
Hasupa wacmo ekawoqain 6 xa-
qecmse 00BeKMa cOPesHOBANNUA
U CMUXU NPOCAABAEHHBIX NO-
MO8 NPOWA020, MeM Cambim
opeanuyno npodoamas aume-

pamypuyio mpaduguo. Takue
npaaduecmaa Mo2au npoxodums
u npu boavwom cobparuu, u
npu 02PaHUMEHHOM YUCAE Npu-
2AAUEHHDLY.

Ocofoe aHuMaHue Yoeaaaocs
fecedan ¢ OyxosHbiMU HacmMas-
HuUKaMu, OOBYHO UIBECTHHBIMU
cypuiickumu wetxamu. Hpaue-
kaa dunacmua Ceesudos npo-
ucxodura us poda wetixa Cagu,
a babypudw 8 Huduu Getau ces-
aannt ¢ cydulickumu opdenamu
Hakwbandutia u Yuwmuia.
Munuamimope ¢ usofpaxenuen
depeuweil, a ¢ 17 8. u omwens-
HUKOB pasHux Konpeccul, Ge-
cedyrouux ¢ ecocydapamu uau
IOHBIMI HACACOHUKAMU, BKAI0-
wawomes 8 aivGombl mMypakka,
umoGul NOMoOM, 8 CBOK ode-
pede, cmamo memol HOB020
Madmauca.

Odnaxo kaaccusgeckum usob-
paxenuen madxcauca 8 cpedne-
8eK080l WUBONUCU OCMaAemca
mpounan cyena. Ee yewmpom
gce2da A8Aftemca npasumens,
soccedaouull HA HEBBICOKOM

mpoune g cadoaod Oecedke uau
aldeane, OMKPLBAOWEMCE &
cad, unoeda — & daopyosom
nomewenuu. Cobpanue momem
paA3BACKAMBES NEHUEM U MY3bi-
KOU, COCMAIAHUEM NO3IMO8 UAU
Bopyos, nopol um conymemay-
OM NP UAU  BOCMYNACHUS

MaHyoBI LY.
lybaukyemvie & aavbome
npouzsedenus  MUBONUCU U

APUKAAOHO20 UCKYCCMBa, PYKo-
nucuw, My3oKatbHole WHCMpPY-
MEHMBL U mouHse npubopel @
FHavumervnold mepe npedcmaa-
ARIOM npedmMemubil Mup Maouc-
Auca, 8 KOMOPOM RAOAYHUA
c80e Buparcenue Mup dyxos-
Hbil, Cpedu MusOnUCHbX We-
degpos — MuHuamopa us py-
konucu “babyp-wame”, nepe-
NUCAHHOW U YKPAWEHHOU Hu-

scendant of Timur, Sultan
Babur, the Padshah of India
(1483—1530), paid much at-
tention to calligraphy, study of
poetry and horticulture; his
grandson Akbar (1542—1605)
is famous for his patronage of
painting, architectural designs
of his own, and philosophical
disputes, while his heir-appar-
ent Mirza Salim, who later be-
came known as Padshah Jah-
angir (1605—1627), could tell
any artist of his studios by
hand and often signed their
miniatures himself.

The most vivid manifesta-
tion of the tradition of majlith
(literally means “sitting” ), a
noble assembly, could be seen
in poetic contests, or nazirah,
where poets had to give impro-
vised answers in verse employ-
ing certain tropes of their op-

ponent’s works, Nazirah often
included the poems of re-
nowned poels of the past as a
subject for contest, thereby
keeping up the literary tradi-
tion. Such festivals could ei-
ther attract a large assembly
or proceed with a limited
number of guests.

Great attention was paid to
dialogues with spiritual teach-
ers, most commonly famous
Sufi shaikhs. The Safavid dy-
nasty in Iran originated from
the family of Shaikh Safi,
while the Baburids of India
were connected with the Sufi
orders of Nakshbandiyyah and
Chishtiyah. Miniatures depict-
ing the dervishes, and since
the I7th century also the as-

cetics of various creeds, con-
versing with kings or young
heirs, who are included in mu-
raqqa albums to become later
the subject matter of a new
majlith.

However, a classical repre-
sentation of majlith in mediae-
val paintings remains the
throne scene. A ruler sitting on
a low throne, stationed in a
summerhouse, or aivan, open-
ing up to the garden, and
sometimes in a palace cham-
ber, invariably serves as its fo-
cal point. The assembly could
be entertained with singing
and music or with the contest
between poets or wrestlers; oc-
casionally it was accompanied
by a feast or by performance of
dancers.

The works of arts and crafts,
manuscripts, musical and pre-
cision instruments shown in
the album represent at large the
material objects of maijlith, re-
flecting at the same time its
spirituality. The pictorial mas-
terpieces include the miniafure
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BONUCHIO AYHWUX MUHUAIMIOPU -
cmos snoxu Axbapa. lleaxogoie
KOBpB U 3asecel, WIAWHbIE
iU Aapybl, XpYnKue cmex-
1auHbe cocydst w ampubyme
CMpAHCMBYIOWez0 depaulla u3
uyIedHOU KOAACKYUU MOMHO
imu 8 u300pa3umesvHoM UC-
jccmae moeo e @peMenu,
HO KK U NEHAaA ¢ 4epHuLb-
el — eaasnoe opydue myo-
pux, uau “uepy yapetd u noako-
godyea” — waxmamet,
baecmAawee passumue ecme-
r HHHX Hayk Ha Bocmoke,
wde 6Gceco mamemamusu,
epaduu, acmporoMuu u Me-
Juyurn, Goi10 80 MHOZOM O0YC-
1OBAEHO OMKPHMOCMbIO U npe-
EMCMBEHHOCMbBIO  apabo-my-
cyrbManckold mpaduyuu, ee
F23bK0 ¢ QHMUYHOU HayKol u
IKpHMUIMU dpesHeuHdulc-
cux yuenwx. [lpocaasarennan
larexo 3a npedeaamu ceoezo
CaMapranHockan wKkoaa
1Ha ¢ umenem Yayebeka,
paswezo DAecmAwyyo nie-

ady apabekux U nepcudckux
acmpoHomos. B anyukronedu-
veckod Guoepaguu babypa
(“babyp-name”) ecmo ynomu-
Hauue u obcepsamopuu Yaye-
fexa & Camapkande (1434):
“..Boicokas nocmpoiika Yayebex
Mupzn — obGcepsamopus y noo-
HoWbA xoama Kyxax, ede naxo-
dumea uHcmpymenm diaa co-
crnasaenun 38e30nex mabauy.
B wei mpu apyca. YayeGex mup-
3a wanucaa 8 amot obeepsamo-
puu ‘lypeanose madauyn', xo-
MopviMy menepy MnoAb3yIOMcs
80 geem mupe...” Imu mabauyo:
OBl UCROABIOBAHB B ACMpPo-
4a6uu Konya 16 8., komopas
meneps naxodumca & cobpa-
HUW MYy3es.,

Tema madscauca, npoHusan-
HO20 ammocghepoll npazdruka c
UBBLCKAHHBIMU MUPULECTIBEHMbI-
MU CHYeHAMU, POCKOWHBMU KOC-
mMoMaML €20 Yy4acmuuKkos, co-
NPoBONIAEMO20 NOIMUNCCKUMU
U MYIBIKAABHBIMU COCMASAHUA -
MU, UEPOBHIMI NPedcmasierun -
M, UHMerreKmyaibHoimu Ge-
cedamu 0 HayKkax u uckyccm-
BAX, NepexAuKaemcs ¢ mema-
muKkot dpyeux paszderos aav-
DOMA, NOCBAWEHHO20 BANHBIM,
xomsa daiexo He 8cem, epanim
uckycemsa Goima u Bumus Ha-
podoa Bocmoka.

he manuscript of “Babur-
". copied and adorned
ntings of the best min-
turists of Akbar's reign. The
fine arts of this time also fea-
ture such objects, now in the
\ y as silk

Museum's collection,
carpels and curtains, elegant
bowls and boxes, fragile glass
vessels and the requisites of the
z ering dervish, as well as a
case and inkstand, the
n instruments of the wise,
of chess, “the game of
gs and generals”.

The brilliant advance of nat-
ural sciences, above all mathe-
matics, geography, astronomy,
and medicine in the East, was
in many ways caused by the
openness and continuity of Ar-
abic-Islamic tradition, with its

connection with the science of
antiquity and the discoveries of
scholars from ancient India.
The Samarkand school, re-
nowned well beyond its age,
was associaled with the name
of Ulugh Beg, who convened a
brilliant galaxy of Arabic and
Persian astronomers. “Babur-
namah”, an encyclopaedic bi-
ography of Babur, mentions
also Kluge's observatory in Sa-
markand (1434): “Another of
Ulugh Beg Mirza's fine build-
ings is an observatory, that is,
an instrument for writing as-
tronomical tables. This stands
three storeys high, on the skirt
of the Kohik upland. By its
means the Mirza worked out
the Gurkhani Tables, now used
all over the world instead of
earlier such compilations....”
These tables were employed in
the astrolabe of the late 16th
century, now in the Museum's
collection.

The theme of the majlith was
imbued with the aura of a fes-
tival, with exquisite scenes of
feasts, the gorgeous costume of
its participants, accompanied
with poetic and musical con-
tests, theatrical performances,
intellectual discourses on sci-
ences and arfs; it re-echoes
the subject matter of other
sections of this album, dedi-
cated to some of the most im-
portant facets of the art of life
and existence of the peoples of
the Orient.




Ha. 89

“ITMP BABYPA
B AI'PE 1525 .“

MHHHATIOPE H3 PYKOMHCH
“BaGyp-name”,

Huams. 1590-e rr.
Eym., mesmnepa.

32x22 ca.
Hua. N 154011

N oa d wx a u ¢

R RR N

B cBomx “3anuckax” ocHopa-
Tesb Morobekoil HMNepuH B
Huann 3axupenann Babyp
(1493—1530) pacckaawiBaert
o nobege HaA NOCAEIHHM
MpaBHTENEM H3 HHACTHH
Jloan MGpaxuM-maxom u
serynienud 8 Arpy. Ol nu-
LIeT H O TOPMKECTBE M0 3TOMY
nosojy: “Koraa npowno e-
CKONBLKO IHeH nocae npasm-
HHKA 11aBBaja, B JIHYHOM
nsopue Cyaraw M6paxuma, B
Cpe/iHeM aiiBaHe ¢ KaMeHHb-
MH KOJOHHAMH M KYyTO0JOM,
MBI YCTPOHJAH GOJbLIOH MU,
XyMmatoHy GbLIO M0Kan0BaHO
pacuiiToe naaree, cabns Ha
nofice H KOHb MO/ 30J10TbIM
cepnom. . Jlpyrum Gekam u
HUrHTAM, CMOTPS MO NOJOXKeE -
HUIO KaXK10r0, OBLIH MOXKanio-
BaHbl cab/lH Ha rosice, nosc-

Hble KHHMAJbl U M0YeTHbIE
ofexibl”. Chenys TpajHuHH
H300paMeHHA TPOHHBIX CLEH,
XYMOMHHK Mpe1cTaBaseT NHp-
lecto nobeauteneil Kak
Mmadxcauc — GaaropoaHoe
cobpanne. Komnosuuus auc-
Ta CTPOUTCS HA COMOCTAaRJe-
HHH HEXHBIX OTTEHKOB 3eJe-
HOTO, 6€J1I0T0 H PO30BOr0 —
KPYMHBIX MJOCKOCTEH BBIMO-
lleHHOTO MAHTKOH ABopa,
cren W Tenta. Ha ux goue,
fnarolaps YMCTOTE H CHJle
UBeTa OflexK/| nepcoHaxKen H
COBEpLUEHCTBY PHCYHKA, Jer-
KO YHTACTCH CIOMKET: Harpa-
JeHHBIH, BHIUMO, W0OHBIA Xy-
MaioH, NpoJeBaeT PyKy B
MpofMBl 31aTOTKAHOTO Kad-
tana. Pasomkuyroe caesa
NPOCTPAHCTBO C YXOASILLMM 34
npejie/ibl IHCTA TEHTOM Ha-
MEKaeT Ha MHOXKECTBO MpH-
riameHHbx, Ho oGpa3 nupa
JIHLIb 0003HAYEH H3STULHBIMH
COCYlaMH Ha XPYTKOM CTOJIH-

ke. C ux dopmamu cropst
TSKEJIble TJIHHSIHBIE COCYIR €
BOJLOM, NPHKPBITBIE JETKHM
mycauHoM. B yenoshom npo-
CTPAHCTBE MHHHATIOPLI €CTh
CBOA Hepapxuda: rososa ba-
Oypa pacnoJioyKeHa Beille,
HyeM y NpHOJHMKeHHBIX; HH3
JIHCTA 3AHAT H300paKeHHeM
KOHel B TMoBOy, a 4yTh
Bhillle WX, HA MEPBOM MJaHe,
aHcaM6/bL NEeBLOB H MY3bi-
KaHToB. IT0 aptHcT co CBO-
HM 4QHeOM; 338 HUM YIapHbii
HHCTpyMeHnT — doidpa, ayxo-
BOH — W@l W WEeCTHCTPYHHAR
Mot — py6ab. Broxnosen-
HbIE JIMLA MEBILOB H Bbipasu-
TeJIbHBIE JKeCTbl PACKPBIBAIOT
r/IaBHLIA CMBIC/ CLIEHBI —
ITO My3bIKaJbLHBIH MaJKJINC.

Pl 89

“BABUR HOLDING
A FEAST IN AGRA
IN 1525”

Miniature from the manuscript
of “Babur-namah”.

India. 1590s.
Paper, tempera.

32x22 cm.
Inv. no. 1540 11

Zahir ad-Din Babur (1493—
1530), the founder of the
Mughal Empire in India,
narrates in his “Memoirs”
the story of victory over
Ibrahim Shah, the last ruler
of the Lodi dynasty, and his
entrance into Agra. He also
describes the celebration of
this occasion: “When several
days elapsed from the holi-
day of Shawwal, we arranged
a great feast in the personal
palace of Sultan Ibrahim, in
the central aivan with stone
pillars and dome. Embroi-
dered robe, sabre with sash,
and steed with guilt saddle
were bestowed on Humayun.
..Sabres with sashes, belt
daggers, and robes of ho-
nour were bestowed on other
begs and jigits, depending
on their status”. Following
the tradition of depiction of
throne scenes, the artist

represents the feast of the
conquerors as majlith, a no-
ble assembly. The composi-
tion is built on the contrast
of subtle nuances of green,
white, and pink, used to de-
pict the large surfaces of the
yard paved with stone, the
walls, and the tent. Due to
the purity and verve of co-
lour of characters’ dresses,
together with the perfection
of the drawing, the scene
could be interpreted easily.
The recipient of the award,
who must be young Huma-
yun, passes his hand
through the armhole of caf-
tan embroidered in gold.
The open space to the left
and the tent, which stretch-
es beyond the borders of the
sheet, suggest the multitude
of guests, still elegant ves-

sels on a fragile table only
hint at the occurrence of the
feast. Water vessels of heavy
clay, covered with flimsy
muslin contrast the shape of
this ware. Conventional
space of the miniature pos-
sesses an order of its own:
the head of Babur is depict-
ed higher, than the heads of
his retinue; the bottom of
the picture is occupied by
images of reined in horses,
and slightly above them, on
the foreground, the band of
singers and musicians is
placed. The band consists of
harper with his chang; be-
hind him is a percussion in-
strument, called doira, then
the wind instrument, or nai,
and finally sixstring lute, or
rabab. Inspired faces of
singers and their expressive
gestures reveal the meaning
of the scene: it is a musical
majlith.
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Ha. 90

KOBEP
HMpau, neaxancrri crian, XVI s,

leax, wepcmo,
BOPCOBOE MKAHECMB0.
305x1 59 cm.

Hua. Ne 3876 11

X a @ m 4 uc

ma j Il it h

KospoTkauecTso ¢ peBHHX
BpeMEH 3aHHMAaJ0 BaXKHOE
MECTO CPEH XyA0MKECTBEH-
Hbix pemeces Mpana. [locre-
MeHHO COBEpLIeHCTBOBANACH
TeXHHKA KOBPOLEJHsA, CKJa-
NBIBAJIHCh XapaKTepHhIe
HpMI{L{HI‘IH OpllaMeHT&uHH‘ no
KOTOPBLIM PA3JUYANHCE THIThI
KoBpoB. Mactepckue nosie-
JIAJHCh BO MHOTHX ofJacTsx
W ropoaax ctpanil. B cede-
BHACKHIT nepuon (16—17 BB.)
MacTepa-TKa4yH CTPeMHJHCH
VIAOBJETBOPHTE BCE BO3pac-
TAOWHA CNPoC HA MSTKYIO
npoayxunio. Jloporue KoBpbl
CO3/1aBaJIHCh MPH JBOpLAX
npasuTesel U Caymuiu ans
HX HErn W ycaaibl, Muorue
H3 HHX NpeacTaBasin coboi
HACTOAIILHE TTPOH3BENEHHS
HekyeerBa. B myaefinoft Koa-
JIEKIHH HAXOJAMTCH YHHKAJb-
HbIH, NPEKPACHO COXPAHHB-
LIHiesd, TAK HA3bIBAEMbIH

e

“moronnckuit” kosep. Cuuta-
eTCsl, UTO OH CJYKHJ yKpa-
LeHHEM [ABOPLOBLIX I0KOEB
Bo Bpemena Beanknx Moro-
nos B Muaun. Hecomuenno,
OJIHAKO, TO, MTO OH ObLI BHI-
TKaH HCKYCHBIMM HPAHCKHMH
mactepamu B 17 8. Kospos
NoA06HOr0 THNA COXPAHHAOCE
Hemuoro. TexHuka TkauecTBa
3TOH M3YMHTENLHOH No Kpa-
COTE BellH HACTOJAbLKO COoBep-
leHHa, le/KOBble HHTH oC-
HOBBI, YTK4 H BOpca ¢ He-
GonbUIHM Lo0aBJAEHHEM LIep-
CTH TaK TOHKH, YTO CJIOXKHO
MOBEPUTE B PYKOTBOPHOCTh
nanenusi. Maobpasurenvhoe
MPOCTPAHCTBO KOBpPA 3amodi-

HeHO apalecKoBLIM Y30pOM,
CrupaneBHIHbIH BETOUHBII
OpPHAaMEHT, pa3BHBaAch B
PA3HBIX HANpaBJIeHHAX, MOj1-
YHHEH CTPOroi CHMMETPHH.
Hecmotpsi Ha kamyuyiocs
cBOOOY, MOTHBLI BKJIOYEHLI
B CTPOTYIO T€OMETPHYECKYIO
CeTKy H3 NMpAMBIX JHHHH, 006-
PA30BAHHYIO rOJIOBKAMH pac-
MYCTHBILIHXCA 1BeTOB. PHey-
HOK BbITKdH Hd KpPaCHOM
(LeHTpanbHOE noJe) H duc-
TalIKOBOM (KaiiMa) (oHe ¢
HCMOJMb30BAHHEM OJIMHHAILA-
TH OTTEHKOB LI€JKa, OKpa-
LIEHHOTO HATYPaJLHBIMH Kpa-
curenamu. Manenne orinya-
€TCs H3LICKAHHOH 1BETOBO
ramMmoi, a Gaaronapsa apod-
HOCTH H M30JIHPOBAHHOCTH
MEJKHX Y30pOB JeKop obpe-
TAET AXKYPHYIO JErKOCThL H
JIBHMKEHHE.

Pl. 80

CARPET

Iran, Isiahan style. 17th century.

Silk, wool, pile technique.
305x159 cm.
Inv. no. 3876 1l

Carpel weaving was promi-
nent among the artistic
handicrafts of Iran since ear-
ly times. The technique of
manufacture improved grad-
ually, characteristic patterns
of ornamentation, by which
the carpets were divided into
types, developed likewise.
The workshops emerged in
many regions and cities of
the land. Carpet weavers of
the Safavid times (16th—
17th centuries) laboured to
meet ever-increasing de-
mand for their produce. Pre-
cious carpets were made at
the courts of rulers and
served for their comiort and
delight. Not a few of them
were the real works of art.
The Museum possesses a
unique, so called Mughal
carpet in an excellent state

of preservation. It was sug-
gested, that this carpet
adorned the palace chambers
in the times of the Great
Mughals in India. However,
there can be no doubt, that
it was woven by skilled Ira-
nian craftsmen of the 17th
century. Only few carpets of
this kind survive. The tech-
nique applied to weave this
article, amazing in its beau-
ty, is so perfect, the silk
threads of warp, weit and
nap with slight addition of
wool are so thin, that it is
hard to believe that it is
handmade. The field of the
carpet is covered with ara-
besquitic design. Heliciform
floral motif expanding in

several directions is gov-
erned by strict symmetry.
Despite seeming unrestraint,
the motifs are enclosed into
tight geometric grid of
straight lines formed by the
coronas of bloomed flowers.
The pattern is weaved over
the red (in the central part)
and pistachio (on the bor-
der) field using the silk of
eleven tonings, dyed with
natural colorant. The carpet
is distinguished by exquisite
palette, while fractionation
and disconnectedness of
small designs endow its de-
cor with ethereality of open-
work and motion.
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“TPOHHASA
CLIEHA B CAILY”
Munnariopa

Hpan. XVII 8.

bym., 6odsanme Kpacku,
cepefipa, 30A10Mo,
25,5x18,5 ca.

Hua. N 1979 01

M a 0 x® A uC

ma j i it h

Hanwerpaunn ¢ nzoGpaxe-
HHEM TPOHHBIX CLEH O4YeHb
YacTo nomelann Ha poH-
THCITHCE PYKOTMHCH, KOTOPBI
odopmasiics 0coGeHHO MbIL-
HO, MOCKOJIbKY HA4ajlo KHHTH
Hec1o HauboJiee BaMKHYIO
CMBICJAOBYIO Harpyaky. ®pou-
THCIHC, KaK W MOCBALLEHHE B
Hayaje TeKcTa, paceMaTpH-
BaJcsl H30JUPOBAHHO OT Ca-
MOTO MOBECTBOBAHHS, M ClOJA
nomeltany Hanbojee J0CTOM-
Hble cioxeTsl. C cepeinHbl
16 B. MHHWATIOpA HayHHAET
OTIENATHCA OT KHUTH M Tpe-
BPALLAETCS B CAMOCTOSTENb-
Hblil BUIL MckyceTpa. [pen-
CTABJICHHBIA MHHHATIOPHBIN
PHCYHOK BbIMNOJIHEH Ha OT-
neasHom gucre. Komnozuuus
MHoroUrypHas, 3akjaodeHa
B cJoMHYI0 pamky. M3oGpa-
JKeHa TpOHHasl ClieHa B cajy.
B uentpe B Jerkom naBHJIbLO-

He BOCcedeT LapCTBeHHBIH
MepcoHax, KOTOpOMy cJhyra
MOJHOCHT Yally, a Mo cropo-
HaMm OecelKH PacroJoXKhJIHCh
rpynnst Gecelylolux Jioien.
JKHBONHCHOE NOBECTBOBAHHE
HE CBSI3AHO ¢ KOHKPETHLIM
JUTEPATYPHBIM CIOJKETOM, O]l-
HAKO Ka)1asi leTajb HeceT
ornpeeNeHHyI0 CeMaHTHYeC-
Kylo Harpyaxy. Tak, usery-
LIHe IJIOJ0BLIE JIepeBbi POXK-
IA10T ACCOLMALLHH ¢ BECeH-
HHM CajIloM, a 30J10TOH (OH
MHHMATIOPEl — C SIPKUM COJI-
HedHbIM aHeM. Purypa waxa
ACCOLMHPYETCH C Mpe/cTaB-
JNeHHsMH 00 HleallbHOM npa-
BUTEJIE, UEHTPE MHPO3JaHHs,
ero BCeBHJIEHHH H MYIPOCTH.
B 1o xe Bpemsi ero oGpas
HAJLesICH LeJOMYIPHEM H
CBALIEHHON YHCTOTOH, OJIH-

LETBOPEHHEM KOTOPOH B MY-
CYJIbMaHCKOH TpaauLHuH §B-
gsiiachk ytka. [lostomy y Hor
axa B HUKHEH 4acTH KOM-
Mo3nLHKH H3oOpameH Mpya ¢
MIaBaloLMMH B HeM NTHLA-
mu. B upanckom u3oGpasu-
TeNLHOM HCKyccTBe H3obGpa-
JHKeHHe yTOK B BOJOEME BO
BpeMsl JBOPLOBLIX [1PHEMOB
Berpevaercs wacto. as xy-
JNOYKHUKaA, BHAHMO, Obl1 Ba-
JKeH elle OJHH MOMEHT: Mo-
N06HO TOMY Kak BepyHOLLH
coBepllan nepei MOJHTBOH
pHTya/lbHOE OMOBEHHE, TakK
H B30p 3pUTens nepea
“Bxomaennem” B JKHBOMHC-
HOe npocTpaHcTBo obpa-
uiagcs npexKie BCero K
BOAHOU ryajH npyaa.

Pl 91

“THRONE SCENE IN
THE GARDEN™

Miniature.
Iran. 17th century.

Paper, water paints, silver, gold.
25,5x15,5 cm.
Inv. no. 1979 11

Drawings depicting throne
scenes were often located on
manuscript frontispieces,
which were decorated most
elaborately, for the begin-
ning of a book was a very
meaningful element. The
frontispiece, like dedication
in the beginning of the text,
was considered independent
from the narrative, and the
most attractive scenes were
placed here. Since the mid-
16th century a detachment
of miniature from book be-
gins and it becomes a sepa-
rate art form. The miniature
drawing shown here was
made on a separate sheet of
paper. The composition de-
picts multiple characters and
is encompassed with elabo-

rate frame. It portrays a
throne scene in the garden.
In the centre we see an au-
gust person sitting on the
throne stationed in light pa-
vilion. The servant offers
him a bowl; the groups of
people immersed in conver-
sation found their place
around the pavilion. The
scene has no affinity with
certain literary story, still
each of its details possesses
specific meaning. Thus, the
fruit trees in bloom call to
mind a garden in spring,
while the golden background
of the miniature brings back
a bright shiny day. The fig-

ure of shah reminds of con-
cepts of ideal ruler, consid-
ered a pivot of the universe,
and his all-seeing knowledge
and wisdom. At the same
time he was imparted with
virtue and sacred purity,
personified in Islamic tradi-
tion by a duck. Thus, a
pond with swimming birds is
depicted at the feet of the
shah in the lower part of the
composition. The depiction
of ducks in water accompa-
nying court receptions is
widespread in Iranian picto-
rial art. One more thing was
apparently important for the
artist: as a believer would
perform ritual lavation before
the prayer, so the attention
of a beholder was drawn first
to the surface of the pond
before “entering” the space
of the painting.
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YAILIA

Hpan, Konew XII — navano X111 s.
Pasnc,

POCRICH 8 MEXHUKE MUHOU.
B. 6 em, Om. 15,5 cu.

M a d x auc

majlith

BhiCOKHI ypoBeHb KepamH-
4eCKOro NMPOHM3BOJACTBA B
cpeanesekosom HMpane no-
3BOJISJ CO3/1aBATh BEJHKO-
JenHble GasHChl ¢ POCHH-
Cbi0, B YACTHOCTH, TOHKO-
CTEHHbIE H3/1eJIHS H3sIIHBIX
MPOMOPUHH, NOKPLITEE TOH-
yaiwed #KuBonucwio, TexHu-
Ka HaarJas3ypHoil moJiuxpom-
HOW pocnucH (xagm pane)
JIErKOTJIABKHMH 3MaJleBbIMH
KpacKaMu — MuHau (mepc.
“IMaib, sMaeBblit”), wWHpo-
KO HCMOJb3YIOLLAas BO3MOXK-
HOCTH He TOJIbKO PHCYHKA,
HO M LBeTa, MosiBHJIach B
Hpaue, rae cyuecTBopada

¢ 12 no 14 B. Kpacku Hano-
CHJIHCh HA HEMNpO3payHyio
OJIOBAHHYIO I1a3yPh, KOHTYP
pHCYHKA OGBOAMJICA YepHBIM
TOHOM, TaK Ha3biBaeMbIM
“MepTBLIM Kpaem”, 4ToOhl
NMHIMEHTHI HE PACTEKAJHCD.
Jlas cosnanus MOJIHXPOMHbBIX
y30poB TpeGOBaJCH MHOTO-
CT}I’I’IEH‘IETHI‘:I TEXHOJOTHYEC-
KHH mpolece ¢ ABOHHBIM 06-
MHTOM. SIpKHe Kpackd uyuc-
TBIX TOHOB, CJ0MHbIE ClO-
MeTHble KOMIO3UIHH HA CO-
cynax 6JAM3KH MHHHATIOPHOH
MuBonucH, [1pumevaTensHo,
YTO B TaAKHX CIJBHHCOBI:IX H3-
ACJHAX BCTPEHAaKOTCHA CLEHBI
u3 “llax-name” — camble
paHHHE HJJIIOCTPALLMH Mep-
CHJIICKOTO 3mnoca, ToukocTeH-

3esi yKpauieHa u3o0paKeHu-
eM ABopuoBoii cuensl. Poc-
MHUCh CleJaHa B CeMb TOHOB.
B uentpe nomeuien uap-
CTBEHHBIH MepcoHax Ha Tpo-
He, Ha CTEHKAaX — CToAlLAE
H cHAsiIIHE (QUTYPKH MpH-
aBopHbIX. OneTuie B LBET-
Hble Y30PHbIe KOCTIOMBI, OHH
PacrnofoMenbl CpeH YCaoB-
HO TlepeJaHHoro nefi3ama;
LBEeTYILHX no6eroB pacre-
HUH, NTHL, KPYFJ0ro Boao-
ema. Becbma xapakrepHo
TaKKe MCIoJMb30BaHHE 31TH-
rpadu4ecKoro opHaMeHTa.
Kak u nonaranock B Takux
cay4anx, MacTep MoMecTuJ
HALMHCH YIJIOBATBIM, NPSMO-
JIHHERHBIM oYepKoM Kyghu
10 Kpaw 4Yalll BHYTPH, a
HAaAMHCH HACXOM C €ro KpH-
BOJMHEHHLIMH 04epTaHHSIMH
OYKB — CHapyH Ha CTeHKax.

Hua. Ne 71 11 HEMPOOOJIKHTEJIbLHOE BPEMH, Haq 4alla H3 CDﬁpaHHH MYy -
PI. 92 The advance of ceramics in spread out. To create poli-
BOWL mediaeval Iran made possi- chrome patterns a multi-
ble the creation of splendid stage technology with double
Iran

Late 12th — early 13th cenluries.-

Faience,

painting in minai technique,
H. 6 cm, dia. 15,5 cm.

Inv. no. 71 11

painted faience ware, in par-
ticular, fine pottery of ele-
gant outline, covered with
wiredrawn painting. The
technique of overglaze poly-
chromatic painting (haft
rang) with fusible enamel
paints, called minai (Pers.
“enamel, enamelled™), which
utilized not only the options
of painting, but also that of
the colour, emerged in Iran,
where it existed for the short
period of time from the 12th
to the 14th centuries. The
paints were applied to
opaque tin glaze, the con-
tour of the drawing was out-
lined with black colour form-
ing so called “dead border”,
so that pigments did not

firing was required. Bright
colours of pure tones, com-
plex compositions with a
subject matter of the vessels
are akin to miniature paint-
ing. Noteworthy, that such
faience ware sometimes bear
the scenes from “Shah-
namah”, being the earliest
illustrations of Persian epos.
Fine bowl from the Muse-
um’s collection is decorated
with the painting of court
scene. The painting is made
in seven keys. An august
person on a throne is placed
in the centre, while standing
and sitting courtiers occupy

the walls. Dressed in co-
loured ornamental attire,
they are stationed amidst
the landscape presented in
summary way, formed by
flowering bines, birds, and
round pond. The employ-
ment of epigraphic design is
also characteristic. In accor-
dance with the tradition, the
master made inscriptions in
angular, rectilinear kufic
script on the interior of
bowl's rim, and inscriptions
in naskh script with its non-
rectilinear outline of letters
on the outside walls.
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Ha. 83

“TPAKTAT

KA3HU AXMAJIA KYMH
OTHOCHTEJIBHO
[TOSIBJIEHHU A
KAJTAMA

U M30BPETEHMS
I[TMUCbMA”

Pykonucs.

Hpan. 1005 r. xumxps
(1596—1597).
Hauano XVII B, (MusHaTIOpH ).

Bymacza, wepruaa,
B00AKBE KPACKH, 3040MO,
24,5x15 cu.

Hra. Ne 444 11

Pl. 93

“THE TREATISE OF
KAZI AHMAD QUMI
CONCERNING

THE ORIGIN OF
QALAM AND
CREATION OF
WRITING”

Manuseript.

Iran.
Year of Hegira 1005 (1596—1597).
Early 17th century (miniatures).

Paper, ink, water paints, gold.
24,5x15 cm.
Inv. no. 444 1l

M a d w auc¢

ma jIL it h

XpaHauuidca B My3ee pyKo-
MUCHBIA TpakTaT (pucaae)
Kaan Axmaga Kymn Obin ne-
peBeleH Ha PYCCKHH fA3bIK
soctokosesom bB.H. 3axo-
nepom H onyGJIHKOBAH B
1947 r. B tpyje cogepmures
pazHooOpasHelil MaTepuan o
pasBHTHH KaJaurpaduu, tex-
HUYECKHX TpHeMax H rpasH-
J1ax XyL0KEeCTBEHHOTO MHCh-
Ma, CouHHEHHE TAKKE BKJIO-
HaeT CBelleHHs O MacTepax
Kaarama — Kanaurpadax u
xynoxuukax. M3 scero ne-
peyHst UMeH, YNOMSIHYTLIX aB-
TOPOM, JIHLIb HEMHOTHE FAB-
JSJIHCh €10 COBPEMeHHHKa-
MH, OCTaJbLHLIX OH OTMETHJ,
caenys tpaanunn. [Tpounase-
NEHHA TAKOro pofa, paccka-
3bIBAIOIIHE O XY/I0MECTBEH-
HOW MKH3HH CPEHEBEKOBOTr0
Hpana, nam npaktuuecku
HEH3BECTHBl. TeKeT crnucka
BBITIOJIHEH HA MJIOTHOR Jiolle-

HOH Gymare »eJTOBATOro OT-
TeHKa YepHLIMH YepHHJIaMH
MOYEPKOM Hacma AUK, OTIH-
YAOLWHMCA FapMOHHEeH JIHHHH
H TOHKOCTBIO MCMOJHEHHS.
Hckycereo Kannurpaduu Bel-
COKO LEHWJIOCh M CYHTANOChH
MEPHJIOM YYEHOCTH H TaJlaH-
ta. Kasn Axman nuuer:
“Kpacota nuceMa — f3bIK
PYKH W H3SILLECTBO MBICJH",
B npyrom mecre ou zameua-
er: “B uapcrsBe nHchMa HyxK-
HO XOpolllee CHapsXKeHue”.
[Tosromy cyulecTBOBAJH
CJI0XKHBIE TIpaBH/a, Kacalo-
wHecss o6paboTky Oymaru,
BhIOOpa M OYHHKH KaJama,
MPUTOTOBAEHHS YepPHHUI.

The manuscript book (ris-
alah) by Kazi Ahmad Qumi
preserved in the Museum’s
collection was translated
into Russian by Boris

N. Zakhoder and published
in 1947. This treatise con-
tains diverse data on the
development of calligraphy,
techniques, and norms of
artistic writing. The work
also contains information
about the masters of galam,
that are calligraphers and
artists. The list of names
given by the author includes
only few of his contemporar-
ies, the rest being noted in
accordance with tradition.

The works of this kind, re-
counting the artistic life of
mediaeval Iran, are extreme-
ly rare. The text of the
manuscript is written on
heavyweight supercalendered
paper of yellowish tinge with
black ink in nasfa’lig script
noted for harmony of lines
and delicacy of work. The
art of calligraphy was much
valued and considered the
measure of learning and tal-
ent. Kazi Ahmad notes that
“the beauty of writing is a
language of hand and ele-
gance of thought”. He fur-
ther remarks that “a good
equipment is essential in
the realm of writing”. This
explains the existence of
complex rules pertaining to
treatment of paper, choice
and pointing of the galam,
and preparation of ink.

B nauwane 17 B. HeM3BeCTHEBINH
HPAHCKHA XYIOAKHHK YKpPAaCHJ
PYKOMUCh APKHMH MHUHHATIO-
paMi, 3aHUMAIOLIMMH TTOYTH
BEChb JIHCT UEJHKOM, T/e
NpeiCTaBJeHbl 3HAMEHHTbIE
MHBONHCUbB! M HX MOBEJIHTE-
au. Ha oano# u3 uux uzob6-
paxeHnsl wax A6Gac (1587—
1628) n macrep Huaam an-
Hun Puaa Ta6puzu. HUamocr-
palHi0 CONPOBOXKIAET KOM-
MmenTtapuii astopa: “B Teue-
Hue AByX JeT oun /Aau Puaa
TaGpuan/ GLIH CIYTHHKOM H
CONYTEIIECTBEHHUKOM XaHy
sBpemend B Xopacane B Ma-
3aHjapase, a Teneph OHH
npebGLIBAIOT HA MPUABOPHOH
cay#be y waxa mupa”. Mu-
HHATIOPBI HE TOJBKO CO3AAI0T
ocofoe HacTpoeHHe, HO H
noMoraiT o6pa3HOMY BOC-
MPHATHIO TEKCTA.

In the early 17th century
unknown Iranian artist
adorned the manuscript with
bright, almost page size
miniatures depicting famous
painters and their patrons.
One of them shows Shah
Abbas (1587—1628) and
master Nizam ud-Din Reza
Tabrizi. The picture is ac-
companied by the following
comment of the author;
“For two years they /i.e. Al
Reza Tabrizi/ were a com-
panion and co-traveller of
the khan of time in Kho-
rasan in Mazandaran, and
now they serve in the court
of the shah of the world”.
The miniatures not merely
create particular mood, but
also contribute towards the
visualization of the text.
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KAJTAMJIAHBI

neHajibl 1A MHCEMEHHBIX
NPHHALIEAKHOCTEH,

Hpau, XVIII &,

lanve-mawe,

POCRUCH MEMNEPHBMU
Kpackasi, AaK.

5,2x7,1x25,3 cm; 4x25x4,5 M.
Hne. Ne 632 [f, 634 If

Ma d w2 ou

m a jlilth

B Hpane B 18—19 BB. -
pokoe pacripocTpaHeHHe no-
JIYUHJIH MeHANb Kaaamoanst
H3 nanbe-Maile ¢ POCIHChIO
nog nakoM. Ouu Gwlan JABYX
BHJLOB: MPSIMOYToJbHbIE CO
CheMHOH KPLIIIKOH H 3aKpyr-
JIeHHbI€ ¢ TOPLOB ¢ BbIABHMK-
HOH BHYTPEHHENH 4acThbio.
O6biuHbI HAGOP MHCHMEH-
HBIX MPHHALIEKHOCTEH, Xpa-
HSLLMXCA B MeHase, BKJIoYan
MoMelE@aemMyio crpaBsa ¢ Kpaio
HeGObLIYIO MeTANJIHYECKYIO
(4acto cepeGpsaHyio) Yep-
HHJIBHHLY € TAMIIOHOM H3
LieJIKa-Chlpua Hian XJ0IMKa,
4TO NPenATCTBOBANO Pa3Jin-
BAHHIO YEPHHJ; TPOCTHHKO-
Bble Nepbd (Kaaambl); HOX-
HHILbI [151 BbIpABHHBAHHA
Kpaep Gymaru; nepodMHHBIN
HOM; KOCTSIHYIO TJIACTHHKY -

NoJACTABKY, Ha KOTOpOii o6pe-
3aau KoHuuk nepa. Kanampa-
Hbl M3 KOJIJIEKLHH My3esl YK-
pailieHbl MOJWXPOMHON poc-
nucelo. Ha ognom nenane
NpeaCcTaBJeHbl CLLeHbl OXOTHI,
Ha JPYroM — CLeHbl, CKOIMH-
pOBaHHbIE ¢ pocrHcel ABOp-
ua Yuxun Cytyn B Medaxa-
He. Ha Hem n3oGpameHnbl
JIBOPLOBbLIE MAOMAUCH 111a-
xoB auHactun CedeBuuoB —
Taxmacna I (1524—1576),
A66aca Il (1642—1666) u
A66aca I Benunkoro (1587—
1628). Ha GokoBLIX cTeHKax
npejacTaBJeHbl CA0KHbIE
MHOTo(HIypHble GaTtaibHble
cuensl — Gutea 1waxa Mcema-
HJla, NePBOro WAaxa AHHACTHH
Cedesnnos (1502—1524), ¢
cyatanom Cemumom u3 Pyma
u 6utea Hamup-waxa Adua-
pa (1736—1747) ¢ Myxam-
man-waxom Xunau. Kaxnas
ClleHa BKJIIOYAeT HAJAMHCH C

MMeHaMH nepcoHaxeil Ha
rnepeHackom fsnike. Maymu-
TeJbHAs TOHYAHIIAA POCMHCh
BhIMOJHEHA HEH3BECTHLIM Ma-
cTepoM-MHHHaTIOpHCTOM, M3-
JleJIHe OTHOCHTCS K NMepHojy
npasnenns Haaup-maxa Ad-
wapa. Cioxet o noxone Ha-
JMp-1axa BO BAJEHHS MO-
roJbCKOTO UMIepaTopa H OWT-
Be B Kapnane, K cepepy oT
Henu, B cespane 1739 r. —
camblil MO3AHHHA MO BPEMEHH
M3 BOCNPOM3BE/IEHHBIX Ha fe-
nane. [lepconaxu uzoGpaxke-
Hbl B KOCTIOMax ceceBHICcKOTO
BpeMeHH, a TAaKKe nepHoaa
npagnenust Haaup-waxa, wis
KOTOPOTO XapakTepHbl roJIoB-
Hble Y6OpBl ¢ YeThipex3y6ilo-
BbIM 3aBepLUEHHEM.

Pl. 94

QALAMDAN
PEN-BOXES

Iran. 18th century.

Pasteboard,

opague watercolor under lacquer.
5,2x7,1x25,3 cm; 4x25x4,5 cm.
Inv. nos, 632 11, 634 11

The 18th—19th centuries in
Iran was the time of wide
employment of pen-boxes, or
galamdan made of paste-
board with lacquer painting.
They were of two types,
square with removable cover
and rounded on the flat ends
with pullout inside. A com-
mon set of writing utensils,
kept in a pen-box, included
small metallic (often silver)
inkpot with the plug of raw
silk or cotton to prevent the
ink from pouring-out, put on
the right side; reed pen
(galams); scissors to level
the paper edges; penknife;
bone plate-rest used in cut-
ting off the neb of a pen.
Qalamdan from the Muse-
um’s collection are decorat-
ed with polychromatic paint-

ing. One pen-box features
the scenes of hunt, while
the other bears the scenes
copied from the paintings of
Chikhil Sutun palace in Isfa-
han. It depicts court ma-
jliths of the Safavid shahs
Tahmasp [ (1524—1576),
Abbas 11 (1642—1666), and
Abbas | the Great (1587 —
1628). Side walls represent
elaborate battle scenes with
multiple characters, namely
the battle between Shah
Esma'il, the first shah of the
Safavid dynasty (1502—
1524), and sultan Salim
Rumi, and the battle be-
tween Nadir Shah Afshar

(1736—1747) and Muham-
mad Shah Hindi. Each
scene contains inscriptions
in Iranian with the names of
characters. Unknown minia-
turist made this marvellous
wiredrawn painting in the
reign of Nadir Shah Aishar.
The subject of Nadir Shah's
march into domain of the
Mughal emperor and the
battle of Karnal, north from
Delhi, in February 1739 is
the latest among those de-
picted on the pen-case. The
characters are portrayed in
dresses of the Safavid times,
and also from the reign of
Nadir Shah, which was dis-
tinguished by headdress with

four-pronged tops.
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[MOJCTABKA
JUT51 KHUTHU

Bammnnit Boctok. XIX 8.

Jlepeso, nepramymp, cAOHO8AR
Kocmie, peasia, uHKPYCMayus.
90x23 cm.

Hue. M 6592 |I

H a8 m a3 w

ma j i it h

PykonucHas KHura — 0OBeKT
HeoObMaHHON 3HAYHMOCTH B
KYJLTYpe MYycyJbMaHCKOTO
Bocroka. Caosy, siBjaeHHOMY
Mpexjie BCero B CBALIEHHON
kuure — Kopaue, oTBoausach
poJib nocpeaHnka Mexay Bo-
rom H JojeMu. Tpamuius
YBaXKeHHH K KHHTe Kak cpe-
[OTOMHIO 3HAHHS, BhIPAXKEH-
HOIO B CJIOBE, MPUBEa K
BO3HHKHOBEHHIO 0COGOTO pH-
Tyajla CO3JaHus M YTEHHS py-
konucei. ClOXKHINCH Lenbie
LIKOJIbI NePeNHCYHKOB, MPH-
eMbl H MPaBHJa H3TOTOBJIE-
Hus KHuru. Pykonuew cosna-
BaJIHCh JIOJITO, TILATEJIBHO H
¢ Mo60BLI0 0hOPMIAIHCH, HX
YACTO YKpalla/H OpHAMEH-
TaJlbHbIMH 34CTABKAMH H MH-

HHATIOPAMH, KOTOPbIE CaMK
no cefe ABASINCL MPOU3BE-
JleHHsIMH HekyceTBa. Takue
KHUTH CTOHJIH JIOPOTO H 4pe3-
BHIYAHHO LEHWIHCh — HX
NOJHOCHJH B KayecTBe Nno-
JIAPKOB MPAaBHTENAM, XPaHHIH
H MnepejaBali U3 MoKoJeHHs
B nokosenne. Tpenertnoe or-
HOIIEHHE K KHHTE Bhblpazu-
JOCh W B MOSABJEHHH CIelLH -
aJlLHOTO NpHCNocoOaeH s
JLS YTEHHSA — TOJACTABKH,
cocTosAllell U3 JABYX CKpellleH-
HBIX MJIOCKOCTEH, Ha KOTOPOH
PACKPLITAsl PYKOMUCHL He re-
perufanach H He BO3HHKAJO
HeOOXOAHMOCTH JIMILIHHA pa3
Tporath ee pykamu. Menons-
30BaHMe NMOACTABKH 0O0LACHA-
JI0Ch M YHCTO MparMaTHuyec-
KHMH COOOpameHnsiMH: B
TPaJAHLLHOHHOM MYCYJbMaHc-

KOM MHJIWLLE HET CTOJOB M
CTYNbEB, H, CHIS Ha moJy
HJIH HU3KOM CHAEHLE, Y100HO
YHTATH KHHIY, PACTIOIOKEH-
HY10 HA BO3BLILIEHHH Nepel
rnazamu. Takum e ycTpoii-
CTBOM TMOJIL30BATHCH H TNepe-
MHCUHKH: YCTAHOBHB TOJL-
CTABKY C PYKOMHCbIO clipaBsa
HJAH caeBa oT ceds, OHM Kaa-
JIH HA KOJIEHH JIOLLeYKY W pa-
GoTanu, 3araaibiBas B TEKCT
nepenuceiBaemMoil kKuuru. [le-
peBfiIHHBIE MOJACTABKH YKpa-
manuch pesbh0oi H HHKpyCTa-
LHed B MPHCYLLEM MYCYJb-
MAHCKOMY HCKYCCTBY JIEKOpa-
tusHom ctuie. [lTepen namu,
HECOMHEHHO, MapajHbli K-
3eMnasap: oOLYHBIA 418 ITHX
M31eNuil CTPOrHH U M3SALLHBIH
reoMeTpHdeckHi yzop B JlaH-
HOM cJiydae J0TOJHEH CJ0XK-
HOH UBETOUHOH KOMITO3HILH-
efl, a HOXKKH oopMJIeHbl B
BH/le QUTYPHBIX ApOK.

P1. 95

BOOK DESK

Near East. 19th century.

Wood, mother-of-pearl,
ivory, carving, inlay.
B0x23 cm.

Inv. no. 6592 I

Manuscript book was an ob-
ject of great value and sig-
nificance in the culture of
the Islamic Orient. The word
revealed above all in the
scriptures of Qur'an, per-
formed the role of medium
between the God and the
people. The reverential atti-
tude towards a book as a fo-
cus of knowledge, expressed
in words, resulted in the rise
of specific ritual of creation
and reading of manuscripts.
Hence a number of schools
of scribes emerged, as well
as techniques and norms of
book production. The cre-
ation of a manuscript was a
long process. The manu-
scripts were designed elabo-
rately and cherishingly, and
often decorated with orna-

mental headpieces and min-
iatures, being themselves
the works of art. Such books
were expensive and much
valued; they were offered as
gilts to the rulers, kept and
passed down generation af-
ter generation. A painstak-
ingly careful use of books
manifested itsell also in the
adoption of a special appli-
ance for reading, a book
desk consisting of two inter-
secting planes, which pro-
tected the open manuscript
from overbending and spared
its unnecessary touching.
The employment of book
desk was also caused by
purely pragmatic concern:
traditional Islamic house had
no tables and chairs, so it
was more convenient to read
a book placed on some ele-
vation hefore the eyes when
sitting on the floor or low

seat. The same appliance
was also used by copyists:
having set up the book desk
with manuscript to their
right or left, they would put
the plate over their lap and
start to work looking into
the text of the copied book.
Wooden book desks were
adorned with carving and in-
lay in ornamental style typi-
cal of Islamic art. The speci-
men shown here seems to
be a state one, for austere
and elegant geometric de-
sign, common to such arti-
cles, is complemented here
with complex floral composi-
tion, while the stands are
shaped like figurate arches,
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MAJIDKJIUC THAXA
TAXMACIIA

BEJIMKOT O
M XYMALIOH-IIAXA
XHUHIN

Hpan. Bropas vetseprs XVII 8.

Byn., depego, pocnuce
MeMREPHBMU KPACKAMU, 1AK.
45,5x89,5 cm.

Huea. M 2088 1l

M a 0 wx a4 u c

moa j bt R

Komnozuumusa npeacrasisner
co0oll KOMHIO POCITHCH M3
asopua Yuxua Cyryn B He-
taxane. PaGora oTHocHTCA K
nepuoay npasaenuss Hammp-
waxa Aduwapa (1736—1747).
HMaBecTHO, 4TO B 3TO Bpemsa
usonuch asopiia Yuxun Cy-
TYH CJYXHI3a HCTOYHHKOM
JU1A MHOTOYHCJIEHHBIX BOC-
MpoOM3BEAeHHI, B TOM yHcae
H B POCIHCAX MOJ JAKOM.
[Mpeacrapnena muoroduryp-
HAsl CLEHA B HHTepLepe —
NBOPLOBLIH npHem (mad-
auc) waxa Taxmacna Benu-
Koro (1524—1576) u Xyma-
ioH-axa Xuuau (1530—
1556). Haanucu ceetnoi
KpacKkoii Ha NepcHacKoM
A3bIKE ¢ YKA3aHHEM HMEeH
[IaXOB BHINOJHEHB B BEpX-
Hell 4acTH KOMIO3HIHH H TO-
BTOPEHbI PALOM C NepcoHa-
#amiu. llaperBeHHbie nepco-
Hbl BOCCELAIOT HA KOBpE B

uentpe: crnpapa — Taxmacn,
caesa — Xymatou-wax. ITo
o6GeuM cTopoHaM HaoGpame-
Hbl TIPHABOPHBIE, CTOfMLHE
HECKOJILKHMH psilaMH, a Ha
riepeiHeM IJiaHe — TaHLOB-
UKLl B My3blKaHTbl. CTeHbl
ABOPLOBOrO NOMELICHHS,
cayXKalline 3ajHHKOM, Npope-
3aHbl TPEMs OKHAMH, CKBO3b
KOTOpbie BHIHBI J€PeBbs H
HeGo ¢ obaakamu. Komnosu-
M5t NOA4YHHEHd CTPOroil CHM-
MeTpuH, aekopatusHa. [Tox,
Ha KOTOPOM CTOAT Halllk ¢
pyKTAMH H COCYIbl C HarMT-
KaMH, YKpallaT 30J0Tble
3aBUTKH opHamenTa. Kuso-
MHCh TOHKAaA, TUIATENLHO Bbi-
MHCaHbl MEJKHE JeTaln —
PHCYHOK KOCTIOMOB, Y30p Ha

yawax W Gytelnax. [lepcona-
MH H3aoOparkeHnl B Pa3nool-
pasHbiX, HOraTo yKpalleHHbIX
cepeBHACKHX KocTiomax. Ha
MyKuHHAX — BepxHHe Kadra-
Hbl H3 30JI0TOIl Napy, OTO-
poYeHHble MEXOoM, nosca,
qaJambl Co CTONOHKOM; Ha
JKEHLHHAX — LIHHHbIE
ojlexibl, nosca co cBoGoaHO
CBHCAIOUMMH KOHLLAMH, Ha
roJIoBax Kpyrible [anoyKH.
[Tuper conposoxiannes ne-
HHEM, TAHILAMM H, KOHEUHO,
HIPOA HA MY3blKaJbHbIX HH-
crpymenTax. [lo Tpaauumu ux
Gbito yeThipe: duieitta (Hai),
aptha (4awne), JOTHA, KAHYH
win mambyp. Vrpa n nenue
MPOH3BOJAKIA Ha cayllaTened
CTOJIb CHJIbHOE BreYaT/eHHe,
uT0, N0 06pasHOMY Bhipaxe-
HHIO COBPEMEHHHKOB, OHH
“yaetanau aywoi”.

PI. 96

MAJLITH OF

SHAH TAHMASP THE
GREAT AND
HUMAYUN SHAH
HINDI

Iran.
Second quarter of the 18th century.

Opagque watercolor

under lacquer on paper, wood.
45,5x89,5 ¢m.

Inv. no. 2088 /1

The composition is a copy of
painting from the palace of
Chikhil Sutun in Isfahan. It
dates from the reign of Na-
dir Shah Afshar (1736—
1747). It is known, that at
that tine the painting of
Chikhil Sutun palace be-
came a source of numerous
imitations including lacquer
paintings. The picture shows
an interior scene with multi-
ple characters, the court re-
ception (majlith) of Shah
Tahmasp the Great (1524—
1576) and Humayun Shah
Hindi (1530—1556). The
writings in Iranian made in
light paint, giving the names
of shahs, are inscribed in
the upper part of the com-
position and duplicate next

to those portrayed. August
personages sit on a carpet
in the centre, with Tahmasp
to the right and Humayun
Shah to the leit. The court-
iers standing in several rows
are depicted on the both
sides while dancers and mu-
sicians occupy the fore-
ground. The walls of the
palace chamber serving as a
background are cut with
three windows, through
which trees and sky with
clouds are discernable. The
composition is governed by
exact symmetry and has a
decorative spirit. The floor,
where the bowls with fruits
and vessels with drinks seat,
is decorated with golden
curls of the ornament. The
painting is wiredrawn, with
small details, such as the

pattern on the attire, the
design of bowls and bottles,
drawn elaborately. The char-
acters are portrayed in di-
verse richly decorated Safav-
id dresses. The men wear
upper caftans of cloth of
gold with fur weltings, gir-
dles, and turbans; the wom-
en are dressed in long ap-
parel with belts, their ends
hanging freely, and round
caps. The feasts were ac-
companied by singing, danc-
es and, certainly, with musi-
cal entertainment. The tradi-
tion dictated the employ-
ment of four instruments,
namely flute (nai), harp
(chang), ud, and ghanun or
tambour. The playing and
dancing produced such a
strong impression on the
audience, that, according to
a pictorial phrase of a con-
temporary, their “souls were
set adrift”.
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YAILLIA

Hpan. XVIII B.

Jamyrs, 4epus, epasuposka.

B.9¢cm, om. 18,3 em.
Hue. Ne 1750 11

M oa d w a4 u c

ma j I itk

B 18—19 BB. onnum u3
KPYIHbIX [LEHTPOB MO MPOH3-
BOJICTBY HM3/leJIHH H3 MeTala
Ouin1 Medaxan — cronnua
HMpana. Cpean npoayKimnu
CTOJIHYHBIX MACTEPCKHUX Bbi-
JeasioTes JI0porie Bellu,
npeiHasHa4yaplinecs s yK-
palieHns JBOPLOBLIX NOKOEB,
K umncsy Takux uanenui ot-
HOCHTCS noJycdepudeckas
yalna, yKpalieHHasi rpasH-
pOBKON H uepHbio. B ee ne-
KOpe HCNOoJb30BaHBl TPa/H -
LMOHHBIE MOTHBBI — HTYp-
Hble u3obpameHHs U pacTH-
TedbHbI opHamenT. Cioxer-
HBIE KOMITO3HILHK OMELLEHBI
B J€KOpPaTHBHLIE CJOMKHON
opmbl kaprymwn. B oaHom
H3 KapTyliel npejacrapjieHa

clena nupa. B uentpe na
Y30PHOM KOBpe Bocceaaer
npaBuTeNlb B NapagHoil
OJleXle C MHAN0H B pyKe.
Psiziom ¢ ero BeanuecTBeHHOI
hurypoil cTOAT NpUCIYIKHHKH
¢ MOAHOCAMH W Y3KOTOPJbIMH
OYTLIJIAMH B PYKax, HHXKe
pacnoNoKuicsa crapell,.
HNaobpamenunn cocynos,
(PYKTOB M LBETOYHBLIE MOTH-
Bbl JOMOJHAIT KOMIO3HIHIO,
YeTko uHTaeMelil y3op, Bbi-
JIeJIAIOUIHICA Ha TVadKoH 1no-
BEPXHOCTH HallUH, — Xapak-
TepHasi JeTalb, MOsIBJsIoNLA-
ISl HA HPAHCKHUX H3JIEJHAX C
16 8. Muorouncaentbie
H300paXKeHHA 1AaXCKUX MH-
POB HA NPOH3BEICHHSIX MPH-
K/1aJHOr0 HCKYCCTBa AAloT
HAM BO3MOXHOCTL BCIIOMHHTB
0 TOM, YTO NpHeM rocTen
npeacTaBann coboi CAOKHBIA

puTyaJ, rie Bee GLLIO MOAUH-
HEHO CTPOrOMY 3THKETY.
Haxe npuraauieHnss B Kom-
NaHuIo L0JKHbl OblIH YA0B-
JNeTBOPATE TpeGoBAHHAM BhI-
COKOrO CTHJAA H NOpoil 3By-
Haau HU3AUHO H OCTPOYMHO!
“Mul cofpanuch, 0 rocno-
IHH, B KOMIAHHH, TJe eCTh
BCE, Kpome Tebs... 3aech
pacKpbLIKCh TJ1a3a Hapllkc-
COB, 3apiefH leKH QHaJoK,
6.1aroyxaloT KypHJALHHLLI
HHTPYCOB, OTKPBITHl KOPO-
O0YKH NoMepaHileB, 3aroBo-
PHJIH A3LIKK JIOTHEH W noj-
HSJIHCH MPOTMOBEJIHUKH CTPYH,
NoBesyn BeTEPKH KyORrOB, OT-
KpeIT 6a3ap BexecTBa, BCTaJl
raaiatai Becedbsi, B3OILIN
3Be3/lbl COTPane3HHKoB, pac-
naxuyJioch He6o amGpui, Kis-
HYCh MOEH »KM3HbIO, KOTAA Thl
MPHICLIb, Mbl OYYTHMCA B
paHCKoM caay BeYHOCTH, H Thbl
Oyneib LeHTPadbHOR HKemuy-
AHUHOH B oxepeJbe”,

Pi. 97

BOWL

Iran. 18th century.
Brass, niello, engraving.

H. 9 cm, dia. 18,3 em.
Inv. no. 1750 11

Isfahan, the capital of Iran,
was one of the principal
centres of manufacture of
metalware in the 18th and
the 19th centuries. Amongst
the produce of capital work-
shops luxury articles meant
to adore the palace cham-
bers stand out. Hemispheric
bowl with engraving and
niello, shown here, is a good
specimen of such articles.
Traditional motifs of figurate
images and floral design are
employed in its decoration.
Compositions with a subject
matter are accommodated in
decorative cartouches of
complex form. One of the
cartouches depicts the scene
of feast. The ruler in state
dress holding a teabowl in
his hand sits on ornamental

carpet in the centre. Next to
his dignified figure are the
servants with trays and nar-
row-necked bottles; an old
man stationed himself below.
The images of vessels,
fruits, and floral motifs com-
plement the composition.
Well-distinguished decora-
tion standing out on a
smooth surface of the bowl
is a distinctive detail, which
appeared in Iranian handi-
work since the 16th century.
Numerous depictions of shah
feasts in the works of ap-
plied art afford an opportu-
nity to recollect that the re-
ception of guests was a
complex procedure governed
by strict etiquette. Even in-

vitations were required to be
written in elevated style. In
certain instances they
sounded daintily and witty:
“Sir, we have gathered in a
company lacking none but
you... Here the eyes of dai-
fodils have opened, the
cheeks of violets have co-
loured, the incense burners
of citri exhale fragrance, the
chests of sour oranges lie
open, the tongues of lutes
stared to emit sound and
the preachers of strings have
risen, the winds of beakers
began to blow, the bazaar of
wisdom is set up, the herald
of mirth have stood out, the
stars of the table are in the
ascendant, and the skies of
ambra have swung open.
Upon my life, your coming
will deliver us to the Eden of
immortality, and you'll be the
central pearl of a necklace”.
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MY3bIKAJ/IbHbIN
HHCTPYMEHT
CAPHUHIIA

Adrannceran. XIX B.

Hepeao, muksa, koxa,
KOCMb, UHKPYCMAayus,
MEMALINECKUE CIIPYHB,
KOHCKUL 80.40C.

96,6x25 cm.

Hua, MNe 7878 T

M a d m a4 u ¢

R O

My3blKa/bHble HHCTPYMEHTSI
Boctoka pasHnooBpasHbl U
HMEIOT MHOMKECTBO BaPHALHH,
3aBHCHLLHX OT (haHTa3HK Ma-
crepa. CTPYHHBIA CMBIYKOBEI
HHCTPYMEHT, Ha3blBaeMbli
capunda, no nperanuio, HbI
€03/1aH VI COMPOBOKIEHHA
PEJNHTHO3HBIX THMHOB [ATbIM
IYpy CHKXOB ApLKyHOM
(1563—1606) Ha ocHoBe HH-
AHACKOro HHCTPYMEHTa ca-
parew. B orauune ot capa-
I, acCOUMHPYeMOfi ¢ BbIC-
TYNJIEHHSIMH TAHUOBLLHLL, ca-
PHHIA HMeeT CTPOTHA BH]L,
Goabluyio rayGHHY 3BYyKa 3a
CUeT YBEJHYEHHOTO KOpmyca
H MeHbllee KOJHYECTBO peso-
HUPYIOLLHX CTPYH., DTOT HH-
CTPYMEHT, U3BeCTHLIH y Ge-
Jy/Ke#, MYLWTYHOB H MaH1-
Kables, cerojHs pejko
BCTpeuyaeTcsl B TPAAHLHOHHbIX
HApOJHBIX aHcamOJnAX.

BHeluHHid BHL JaHHOH capHH-
Jbl H3MEHEH MacTepoM MOuTH
J10 Hey3HapaemocTH. Heus-
MEHHOH OCTajach JHlib
MPHHLHNHAJNBHAA KOHCTPYK-
uns. Kopnyc pasnenen Ha
asa pesoHatopa. Huwxuuit,
clenaunblil u3 Goablioi
KPYIJIOH ThIKBBI, 3aTAHYT 1e-
KOH M3 KOXH SITHEHKa, Bepx-
HUH, JepeBAHHbIA, — OTKPHIT.
Ha veTnipex cTpyHax, npoxo-
JISIUIHX TIOBEPX KOCTAHOM
MOACTABKH K KOJKaM Ha ro-
JoBke rpuca, urpaercs me-
noaus. Ilpyrue yetsipe cTpy-
Hbl HAXOASMTCS HHIKE MEJOJH-
HeCKHX H 3aKperieHbl cHOKy
ot rpua Ha aepeBAHHOM
MJAACTHHE C PE3HBIMH NTHYbL-

HMH TOJIOBAMH. DTH Pe30HH-
pylolLHe CTPYHBI CO31aBaJfH
BHOPHPYIOULHA 3BYKOBOH
thoH, xapakTepHblil A7 ad-
raHckoid myswiku. Ha unerpy-
MeHTe MIpajii CHifl, CKpec-
THB HOTH, NOCTABHB €ro Bep-
THKAJbHO JePeBAHHLIM 1ITHI-
pem Ha noJ. Hatskenue
KOHCKOTO BoJloca, cBoGOIHO
NPOBHCAIOLLETD HA CHJILHO
H3OTHYTOH JlepeBsiHHOH Tpoc-
TH CMbIYKa, pPeryjHpoBanoch
najibLaMH My3elKanta. Jta
capHHia ¢ TpudoM B BHIE
HKYPABIHHON TOJIOBBI, HEO-
GbruHBEIM abpHcom H GoraToi
HHKpycTauuen Bepbaiombed
KOCTbIO H MeJlbl0, J0JKHO
OblTh, NMpHHAJIEKaNa PO~
(eccHOHAIBHOMY MY3bIKAHTY
H CONPOBOXKIANA HE OJHO
H3bICKaHHOE cobpanue.

Pl. 98

MUSICAL
INSTRUMENT
SARINDA

Afghanistan. 19th century.

Wood, gourd, leather, bone, inlay,
metal strings, horsehair.

96,6x25 cm.

Inv, no. 7878 11

Musical instruments of the
Orient are diverse and have
plenty of modifications de-
pending on master’'s imagi-
nation. According to the leg-
end, the stringed bow-in-
strument called sarinda was
invented by Arjan (1563—
1606), the Fifth Guru of the
Sikhs, on the basis of Indian
instrument sarangi to ac-
company religious hymns.
Unlike sarangi associated
with the performances of
nautch girls, sarinda has a
modest form, a deeper
sound on account of en-
larged body, and fewer reso-
nating strings. This instru-
ment, known among the
Baluch, Pushtu and Punjab
peoples, is rather uncommon
for traditional folk bands
nowadays.

The master modified the
form of this sarinda almost
beyond recognition. Only its
principal design was left un-
changed. The body is divided
into two sounding-boards.
The lower, made of large
round gourd, is caught in
the belly from lambskin,
while the upper, which is
wooder, is open. Melody is
played on four strings ex-
tended over the bone bridge
to the pegs on the head of
the fingerboard. Other four
strings are placed below the
melodic ones. They are fixed
on a wooden plate with
carved birds' heads, on the
side of the fingerboard.
These drone strings pro-
duced vibrating background

sound typical for Aighan
music. A musician played
the instrument sitting with
his legs crossed and holding
it in upright position with
wooden spike pinned against
the floor. The fingers of a
musician controlled the ten-
sion of horsehair hanging
loosely on arched wooden
stick of a bow. Apparently,
this sarinda with a finger-
board in the shape of
crane's head, unusual delin-
eation, and rich inlay with
camel bone and copper be-
longed to a professional mu-
sician and was used to en-
tertain not a few distin-
guished assemblies.
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HEW3BECTHBIHM
XVIOMHHK

[TOPTPET IBYX
HEM3BECTHbIX
(CLIEHA BECE/[DbI)

Hpan. XIX 5.

Koacm, memnepa, macao, Aax.

82x 117 cm.
Hua. Ne 525 11

Crankosas xusonucs Mpa-
Ha 18—19 BB, — sBJjeHHe
YHHKaJbHOE I CTpaH
Banmknero n Cpennero Boc-
toka. Eme 8 16—17 BB.,
OJaiarojapsi pasBuTHIO AHN-
JIOMATHYECKHX H TOProBhIX
cBeasell ¢ 3anaioM, B HpaH-
CKOM HM3006pa3HuTe]bHOM HC-
KYCCTBE CTAHOBHMTCH 3aMeT-
HBIM eBponeickoe BAWsIHHE,
Macrtepa, KOnupys HWIH NOA-
paasi HHO3eMHbLIM XY/10K-
HHKaM, HAYHHAIOT HCMOJb3O-
BATb XapakTepHLIE TPHEME
eBPONeHCKOH KHBOMHCH —
CBETOTEHEBYIO MOJEJNHPOBKY
thopmbl, JUHEHHYIO Mepenek-
tusy. [locrenenHo oHu o6-
pallaioTca W K HOBOH A

HHX TeXHHKe — MacJsiHOl
MKHBOMHCH, NOJYyYHBLIEH
LWHPOKOE pacnpocTpaHeHue
B 30—40-e rr. 18 B. IlBOp-
bl l1aXa M 3HATH yKpalua-
HOTCSl OFPOMHBIMH [OJIOTHA -
MM, Ha KOTODBHIX NMpeacTas-
JieHbl JIBOPLOBLEIE NPHEMbl H
Hatanbuble cuens. B kau-
JKAPCKHI MepHoa, MpH IBOpe
Darx Anun waxa (1797 —
1834), ckaajbiBaercs cBol
JKHBOMHUCHBIH cTHab. [Tpena-
MoYTEHHE OTAAeTCHA ODHILK-
aJbHLIM MapajiHbIM MopTpe-
TaM, e raasHbIM siBJAfeTCs
BHELIHEe BeJHKOJeNHe.
Crpofinsie (urypsl B Nbill-
HBIX OJeHKAaX, HleaJH3HPO-
BaHHBLIE JHIA WAXOB H HX
MPHABOPHBIX CO3AAI0T OLLY-
lLleHHEe TOPMKECTBEHHOCTH.
Opnako K koHuy 30-x rr.
19 cronetuss B u3obpasu-

Te/bHOM HCKYCCTBE MpoHC-
XOJAT CYyLleCTBEHHBIE M3Me-
HeHHA. XyL0XKHHKH, MHOTHE
H3 KOTOpbIX o0y4awTea mac-
tepetsy B EBpone, sce
GoJblle cTpemsiTes K nepe-
jlaye MCHXO0JOrHYeCKHX Xa-
pakTepucTHK, K HOBOMY Ha-
NpaBjJeHHI0 OTHOCHTCA CpaB-
HuTeNbHO Hebonabasa pabo-
T4 H3 My3eiHOH KOJJeKLHH
Cco CcueHol Oecejlbl, HAllH-
caHHasi B MATKHX KOpHYHE-
BaThiXx ToHax. Mcnonb3osa-
HHe HefiTpaibHoro GoHa no-
3BOJIAIET XYAOKHHKY Noayep-
KHYTb fIPKYIO WHAHBHAYaJb-
HocTh of6pazos. Buumaune
AKLLeHTHPYeTCS Ha JIHLAX H
MecTax pyK, NMpH ITOM Mac-
Tep OYeHb TOHKO BBOJHMT B
KOMMO3HUHIO JeKOpaTHBHbIE
3JeMeHThl (0TledKa KOCTHo-
MOB W TOJIOBHLIX YBOpOB,
OpHAMEHT KOBpa, Y30p
yaul), crapadch He neperpy-
KaTh UMH MHBOMHCHOE Npo-
CTPAHCTBO.

Pl. 99
UNKNOWN ARTIST.

THE PORTRAIT OF

TWO UNKNOWNS
(THE SCENE OF
DIALOGUE).

Iran. 19th century.

Canvas, oil,

opague watercolour under lacquer,
82x117 cm.

Inv. no. 525 If

[ranian easel painting from
the 18th—19th centuries is
a unique phenomenon for
the Near- and Middle-East
countries. European influ-
ence could be sensed in the
fine arts of Iran as early as
the 16th—17th centuries,
due to the development of
diplomatic and commercial
relations with the West. The
artists, copying or imitating
foreign painters, started to
employ characteristic tech-
niques of European pictorial
art, such as light and shad-
ow modulation of forms and
linear perspective. Gradually
they turned to the technique
of oil painting, previously
unknown but gaining promi-
nence in the 30s and 40s of
the 18th century. The palac-

es of shah and nobility were
beautified with huge paint-
ings of court receptions and
battle-pieces then. In the
Qajar period a new artistic
style of its own emerges at
the court of Fath ‘Ali Shah
(1797—1834). Most
favoured were the state full-
dress portraits, where the
stress was laid on the splen-
dour of the exterior. Slender
bodies in gorgeous dresses,
idealized faces of the shahs
and their courtiers create
the effect of solemnity. How-
ever, the late 30s of the
19th century were marked
by significant changes in the
pictorial art. The artists, not

a few of who received train-
ing in Europe, sought to re-
produce the characteristics
of mood and mentality more
and more. Relatively small
painting from the Museum’s
collection, depicting a scene
of dialogue and painted in
warm brownish keys, be-
longs to this latter school.
The employment of neutral
background helps the artist
to stress the personality of
the portrayed. Attention is
drawn to the faces and ges-
tures, meanwhile the master
displays great care in intro-
ducing the decorative ele-
ments (the trimming of
dress and headgear, the or-
nament on the carpet, the
design on the bowls) into
the composition, so not to
overburden the space of the
painting with them.
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JIAPELL

HMugma. XVII .

Hepeso, kocme, memaaa,
UHKPYCMayus,
27x19.6x16,2 cm.

Hua. Ne 1320 11

M a d x 8 u.c

moajdidk

B moroasekyio snoxy B Ce-
sepHoit Muauu pacnpocrtpa-
HAETCA AeKOPAaTHBHBIH CTHJb,
CBSI3aHHBIH C XYL0KECTBEH-
HBIMH Tpaauuusamu HMpana u
Cpeaneit Asud. 3HaynTeNb-
Has poJib B 3TOM Mpolecce
MPHHANIEHKHT HCKYCCTBY MH-
HHATIOPHOH MHBOMHCH, KOTO-
pasl OKa3blBaeT BJAWSIHHE HA
JIEKOp TKaHel, meOesin, Ha-
crennsie pocnucH. Ocobenno
3aMETHO 3T0 CTAHOBHTCA NPH
othopmyieHHH GRITOBBIX pesl-
METOB H3 JepeBa M nanbe-
maile, rje XKHBOMHCL Mox Ja-
KOM 3aHHMaeT Bejyllee Mec-
To. TunuuHaa A1a WHAHACKON
TpanMuku pesnba no aepesy
C COYHBIM PacTHTeJbHBIM Op-
HAMEHTOM HJIH CHOMKETHbLIMH
CLIEHAMH YCTYMaeT MecTo
r1aKol MOBEPXHOCTH € HHK-
pycTalKeii, npeinouTenHe

oTAaeTcs OpHAMEHTY, HHOT/LA
JIONOJIHEHHOMY H300paKeHH -
AMH JIIOAER W JKUBOTHBIX.

Jlapew, u3 opexosoro nepesa,
COBJLaHHbﬂ:I B OJHOM H3 pe-
MECJIEHHBIX LIEHTPOB MOTOJb~
ckoit snoxu (Arpa, Parex-
nyp-Cukpu uau Jlaxop), HH-
KPYCTHPOBaH MeIHOH NMpoBO-
NOKOH, CNOHOBOH KOCTLIO,
AepPEBOM JAPYTHX OTTEHKOB.
Llentp KoMnoanumit, nome-
HI@HHbLIX Ha CTEHKaXx Japlad,
3aHHMAET TPaJHLHOHHOE
Haoﬁpamer{}{e CKa304HOro
pafickoro jJepepa, Ha KOTO-

POM CHAAT BELIME MTHLBI, 8 K
HEMY MOAGHPAKTCH OXOTHHKH
niau 3sepu. CHMMeTpHSI Beex
KOMMO3HIHH HANOMHHAET re-
paJibIHYECKHE Y30pbl KOBPOB
uau Tkaueit. Tenawtii ToH je-
peBa, coueTaHHe pa3HbIX Ma-
TEPHAJIOB B HHKPYCTALHH H
rAaiKo 3adqHileHHasi W MoJH-
pOBaHHAA MOBEPXHOCTh CO-
CTABJAIOT 0YapOBaHHE 3TOH
pykoTBopHo#i Beu, OOuane
OTAEJEHHH B JlaplLie FOBOPHT
0 pa3HooOpasuH HHTEpPEeCcoB
HX BJane]bleB. JTo Ha-
CTOJIbHBIA JIAPYHK, B KOTOPOM
XpaHuau yKpalueHus, Oaaro-
BOHHSI HJIH MEJIKHE TNpeiMeThl
TyajeTa, a Nopoi — nevar,
MHCEMEHHBIE MPHHALIEHKHOC-
TH WM SLBL

PlL. 100
CABINET
India. 17th century.

Wood, bone, metal, inlay.
27x19,6x16,2 cm.
Inv. no. 1320 11

Northern India of the Mu-
ghal times developed an or-
namental style based on ar-
tistic traditions of Iran and
Central Asia. The art of
miniature painting played
an important role in this
process, influencing the
decoration of textiles, furni-
ture, and murals. It is well-
marked in the decoration of
household utensils from
wood and papier-mache,
where lacquer painting
comes to the front. Wood
carving with lush floral de-
sign or compositions with a
subject matter typical for
Indian tradition gave way to
flat inlaid surfaces and or-

namental design, sometimes
complemented by images of
men and animals, became
preferred.

Nutwood cabinet, manufac-
tured in one of the trade
centres of the Mughal times
(Agra, Fatehpur-Sikri or
Lahore), is inlaid with cop-
per wire, ivory, and wood of
differing tinge. The central
part of the compositions de-
picted on the walls of the
cabinet is occupied by tradi-
tional image of fabulous
Tree of Paradise with pro-
phetic birds and stalking
hunters and beasts. The
symmetry of all composi-
tions resembles of heraldic
patterns on the carpets or

textiles. Warm tinge of
wood, its surface, made
smooth and then polished,
together with the combina-
tion of various materials in
the inlay contribute to the
magic of this handmade
piece of work. The plenty of
sections in the cabinet tes-
tifies the diversity of own-
ers’ concerns. This is a ta-
ble-top cabinet, where orna-
ments, fragrances or toilet-
ware, and sometimes seals,
writing utensils or poisons
were kept.
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OYTJIAP
JUJ151 BEPKAJIA

Hpan, Hauano XIX 8.

Manve-Mawe, pocnuce
MeMnepHBIMU KPACKAMU, AaK.
18,3x11,8 cu.

Hus, Ne 655 11

Moa d w A u

~

ma jlith

3epkana B Mpane cayxuiu
HE TOJILKO TMPEIMeTOM MKeHC-
KOTO Tya/leTa, HO W Wrpajn
poab obepera, Tanucmana. C
HHMH OBLIH CBA3aHBl MHOTHE
HAPOJHBIE MOBEPBH, MOrOBOP-
KH M NPHMETHl, HAaNpHMep:
“He emotpuch Houblo B 3ep-
Kano”, “He nenaii cBoii nets
nofao6ubiM Houn™, “loBopsrT,
uro Hocud emotpedcs Ho-
UL B 3ePKaJ0 M N0 3TOH
NPHYHHE CeMb JIeT MpoBeJ B
TeMHHLe”. 3epKkaia BCTaBJsA-
JHCh B (yTAApPbl, HMEBLIHE
TPALHLHOHHO TPAMOYTOJBHYIO
thopmy, nopoGHO XpaHsiLeMmy-
csl B KOJUIEKILHH My3es. 3ep-
Kajlo MOHTHPOBA/IOCH B HHNK-
HIOI0 4acTb dyTasnpa, a
CBEpXy 3aKphIBAJOCh IJIOC-
KOH KpeilKo#i. Kphillika kpe-
NHIach K OCHOBE IBYMSI Me-
TaJJUYECKUMH TeTIAMH H
3aKpbiBAJACh KPIOYKOM HJIH
npocTo BKAaabiBasach B ¢yT-

Jasp. Ykpalaau takue uane-
Just pasHooGpasHLIMH LBe-
TOYHBIMH HJIH CIOKETHBIMH
komnozuuusamu. Ha oanoft u3
CTOpoH H3oOpa)eHa CHasLLas
Ha KOBpe W Onupaimuascs Ha
MOAYLIKY-BaMHK (Mymaka)
MOJIOJAs JKeHLUIHHA C KeMaH-
4ol B pyKax. JTOT TpajHlH-
OHHBLii My3bIKaJIbHBIH CTPYH-
Hblii HHCTPYMEHT ObiJl OIHHM
H3 JNHOGHMBIX B HpaHCKOM 00-
LlecTee, a ero HioOpameHus
C XapakTepHOH HHXKHeH uac-
ThIO HACTO BCTpeyaloTes Ha
muHuaTiopax. Tonkas duryp-
Ka My3bIKaHTLIH H300paeHa
Ha (hoHe OKHa, BBIXOAAILLETO
B Caj ¢ BbICOKHMH [€pEeBbfl-
MH M noctpoikamu. Ha nei
MaleHbKas Lanoyka ¢ srpe-
TOM, TOHKHI LIHHHBLIH Wapd

H3 MoJiocaToll TKaHH, HUCMA-
NAKOLHI HA TJ1e4YH W CIIHHY,
npuTajdeHHas KodTa H WHPO-
Kaa w06ka. Bocnepas unean
JKEHCKOH KpacoThl, XyLOMKHH-
KH co3faBajd o6pasbl TOM-
HBIX JIVHOJHKHX KpacaBHil B
MHBONHCHBIX Hapsinax. Ha
Y30PHOM KOBpE paccTaBJIeHbl
CTeKJSHHbIe OYThLIIH, YallH,
MOAHOC ¢ pa3HoobpasHbBIMH
Gatonamn H dpykramu. Ku-
BOMHCL BhLIMOJHEHa B paHHe-
KaaKapckuit nepuog (1785—
1834) u oramMuaeTcs TOHKOH
HIDAHCHPOBKOM LBETa H Mpo-
MHCBID Meabdaiiliux aetaned.
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MIRROR CASE

Iran. Early 19th century.

Pasteboard,

opaque watercolor under lacquer.
18,3x11,8 cm.

Inv. no. 655 I

Mirrors in Iran were not
only toiletware, but served
as protection or amulet. Nu-
merous folk beliefs, prov-
erbs, and omens were asso-
ciated with them, such as
“Never look in the mirror at
night”, “Don’t turn your day
into night”, “Joseph is said
to look into the mirror at
night and thus spent seven
years in prison”. The mirrors
were sheathed into cases of
traditional square form, sim-
ilar to the one from the Mu-
seum’s collection. The mir-
ror was embedded in the
bottom of the case and
closed with flat cover from
above. The cover was fixed

to the bottom with two met-
al hinges and shut with hasp
or simply sunk into the
case. Such articles were
adorned with various floral
designs or decorations with
the subject matters. A maid-
en with kamanche in her
hands, sitting on the carpet
and reclining against the
cushion (mutaka) is depict-
ed on one side. Kamanche,
a traditional string instru-
ment, was very popular in
Iran, so its images with
characteristic lower part
were often depicted on min-
iature pictures. Slender mu-

sician is depicted against
the window, facing the gar-
den with lofty trees and
buildings. She wears small
cap with aigrette, thin long
scarf of striped fabric, falling
on the shoulders and back,
fitted jacket, and loose skirt.
Praising the ideal of female
beauty, the painters created
the images of languishing
moon-faced belles in pictur-
esque attire. The figured
carpet is served with glass
bottles, bowls, and a tray
with various viands and
fruits. The painting was
made in the early Qajar pe-
riod (1785—1834) and is
distinguished by exquisite
subtle gradation of colour
and definition of impalpable
niceties.
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HU3JEJIUA
U3 CTEKJIA

Hpan. XVIII &.

laemunoe cmexao.

B.20,7; 24; IT; 31 ex.

Hua. Ne 1050 I, 1047 11, 1051 11,
1781—1784 11

M a 0 x & U ¢

7 2 O

B 18—19 BB. BbICOKOTO pac-
ueeta gocruraer B Mpane
HCKYCCTBO M3roTOBJEHHS
[pejMeTOB W3 LBETHOTO
CTEK/a — BCEBO3MOMKHbBIX
Ba3, KYBIUHHYHKOB, COCYI0OB
IR AYUIMCTHIX Maced, KoTo-
pble co31al0TCs B GOMBIIOM
Kosinyectre. Cpend pasHoob-
pasHbIX NpeAMeTOB My3eHHO-
ro cofpaHHs OIHO H3leNHe
C/leJIaH0 B CTAPbIX TPajHLH-
sfX: BhiLyTo B hopme. B cTpa-
nax bawkuero u Cpenuero
Boctoka takum cnocobom ¢
JIPEBHHX BPEMEH NoJydaJu
peabedHbe Y30pbl HA CTEK-
JITHHON noBepxHoCcTH., Popmul
AJIl BBULYBAHHA COCYIOB jle-
Jla/i W3 JlepeBa WJH TJIHHGL,

OHH COCTOSIIH H3 ABYX WJIH
HEeCKOJIbKMX yacTed — TakK
HanesHe Jierdye Oblo BhIHYTh.
Opnako GONBIIHHCTBO TOHKHX
(hnakoHOB BBIYTO CBOOOIHO
H3 npospayHoro crexknaa. B
uaneausx npeobaaaanT oT-
TeHKH roayboro, yawTpama-
PHHOBOTO, CBETJIO- H TEMHO-
seqeHoro upetoB. CeoGoaHoe
JIyThe ObLI0 BaXKHEHILIHM
H300peTeHHEM B CTEKJ0/1e-
JIMH, OTKPBITHIM CHpHALAMH
emte B Kouue | B. H.3. Bonee
3KOHOMHYHAsH, YeM BblyBa-
HHe B hopme, 3Ta TeXHUKA
Mo3BOJIAJA CO3/1aBaTh Bl
GoJiee JelleBble W J10CTYI-
Hble, HO, BMECTE C TeM, H
GoJiee HCKYCHO BbIMOJIHEH-
Hele. OCoOBIM H3ALIECTBOM
OTJAHYAIOTCA APOMATHHKH H
HeOoJblIKe Ba3bl C AJIHHHOH
TOHKOH WeHKo#H, HHOTAA
MPHYYIIHEO H30THYTOH. B

THX H3[EJHSX BOMJOTHIHCH
BCe TpHCYLLHE CTEKNy Kaye-
ctea — HeoOwbiuaknas Jger-
KOCTb H XpynkocTh. Ensa
VJI0BHMAsE HEMPAaBHILHOCTD
thopmbl, NosBASIOWAACH [TPH
BLILYBAHHU COCYIO0B, NpHAaeT
0coB6yI0 H3BICKAHHOCTh UX CH-
nysTy. MArkuil 4eTKHil KoH-
TYp NpeAMETOB NoAYePKHBA-
eTcsl KakK Hrpoil cBeTa Ha no-
BEPXHOCTH, TAK H MEJKHMH
HAKJaAHbIMH AeTa/sfiMH.,
CTeknsiHHbIE KAJbAHBI, COCY-
Ibl ¢ PO30BOH BOJOH, Basbl ¢
LBETaMH CJYMHHJH Npeamera-
MH JIIOGOBAHHUSA, SCTETHYECKD-
ro HacJaIeHHsl, a XyJ10MKHH-
KH 4acTO BBOAMJH HX H300-
paKeHusi B MHHHATIOpHbLIE
KOMIO3HLHMH U KHBOMHCHDIE
MOJOTHA KaK HapsiiHble JIeKo-
paTHBHLIE 1eTaJH.
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GLASS-WARE

Iran. 18th century.

Stained glass.

H.20,7; 24; 17; 31 cm.

Inv, nos. 1050 11, 1047 I, 1051 1,
1781—1784 1

The art of making ware of
stained glass, such as vari-
ous bowls, jars, and vessels
for aromatic oils, reached its
prime in Iran in the 18th
and 19th centuries, when
these articles were produced
in great numbers. One arti-
cle among the diverse items
from the Museum’s collec-
tion is made in accordance
with old traditions: it is
mould-blown. In Near- and
Middle Eastern countries
this technique was applied
since early times to achieve
raised design on the surface
of glass. The moulds to blow
the vessels were made of
wood or clay, they were bi-
or multipartite, for it made

242

easier to get the produce
out. Still the majority of fine
flacons were made by off-
hand blowing from clear
glass. The tonings of azure,
ultramarine, light- and
deep-green colours dominate
the articles. Off-hand blow-
ing was an innovation of
prime importance for glass
work, made by the Syrians
already in the late st cen-
tury. This technique, being
more economic as compared
to mould-blowing, allowed
to produce cheaper and
more accessible, yet more
elaborate goods. The most
exquisite are the fragrance
goglets and small vases with
long thin necks, sometimes
curved fancily. This ware
embodied all intrinsic fea-

tures of glass, such as ex-
traordinary lightness and
fragility. Slight irregularity of
form appearing in the course
of blowing imparts their pro-
file with unique delicacy.
Soit clear contour of ware is
stressed by the play of light
on a surface and small sur-
face mounted components.
Glass kalians, rosewater
vessels, flower bowls served
as subjects of gloat and aes-
thetic delight, and the art-
ists often added them to
miniature compositions and
paintings as elegant decora-
tive components.
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KAJTAMKAP
“BAXPAM T'YP

B 3AMKE

Y MHIUNCKOH
MMPUHLIECCHI”

Hpan. Kounew XIX — nasano XX 8.

Xeonok, nabodka, pocnuce.
291x150 ca.
Hua. Mo 1802 1f

M oa d m a2 ouc

ma j Il it h

Karamkap — xnonuaroby-
MaKHOE NaHHO C py4yHOH Ha-
GOHKOH W poCnHChio Kaaa-
mom. Takue Hagenus WHPOKO
Henogab3oBadueh B Mpane B
KayecTBe MOKPBIBAJ HJIH 3a-
BEC, 3aMEHAS I0POrocToslIHe
TKaHu ¥ Koephl. Kanamxap
4ACTO JeNanca H3 JABYX CLIH-
ThIX 10 UEHTPY MoJoTeH (Mno-
CKOJIbKY LIMPHHA TKaHH He-
GoJibllas, BCEro 7O cM), H
€ro KOMMO3HIHA HamoMHHAeT
CXeMy KOBpa — IUEHTpaJbHOe
fnoJe ¢ CHMETHOH CLUEeHOH H
kaiima. HaGoeunbiit nexkop
co3maercs MocJeloBaTeb-
HbIM HaMOKEHHEM KpacHTe-
Jiell pacTHTe/LHOIO NPoHC-
XOMIEHHA OTACJbLHBIMH
ITAMITAMH.

[Tpeacrasiennoe naHHo Bhl-
MNOJIHEHO Ha CHMET MO3Mbl
Huzamu “Cemb xkpacapun”
(“Xadr natikap”). Baxpam
[yp, cuH nepeuackoro npa-
Bf‘lgEIEH ﬁeazll)}{repﬂa, crag
WaxXoM, BO3BOIHT CeMb pa3s-
HOIBETHHIX 3aMKOB, B KOTO-
PbIX YKHBYT MPHHLECCH H3
pasHbIX cTpaH ceeta. “B Te
ABOPLbI MO JHAM HEleNH lax
Baxpam Bxoaua u ¢ oo
H3 KpacaBHll BpeMs MpoBo-
ana. On B cy66oty, B AeHb
Kefipana (nananernt CatypH;
Kaabli 13 JBOpUOB ObLl 110-
CBSILLEH OJHOH W3 CeMH mJa-
HET, IBET KOTOPOH onpeje-
Jast WouBer 3amka. — H.C.),
B YEPHBI LIeq ABOpeLl, Kak
emy 1o ropocKony npeicka-
3an myapei”. llax napeulaer
HHIHIACKYIO NpHHLECCY —
3NH30/, KOTOpHI H H3oGpa-

WeH Ha kanamkape. Mononas
napa, CHAsILAA HA Y30PHOM
KOBpe, NpeicTaB/jieHa B OT-
KPBITOM NMAaBHALOHE HA (oHe
caaa ¢ UBETYUIHMH PO3aMH.
Mx pasnensier HH3KHI CTO-
JIHK, MOKPLITEIA KAeTY4aTol
CKaTepTLio, HanoMUHalwLeH
MyCTYH0 JOCKY A HIpbl. ITa
neTadb BOCTIPHHHMAETCH Kak
metacdopa Kk ctpokam Husa-
miu: “[lpogomuenne pacckasa
Ha4ajl i HCKaTh, MEIIKY MbIC-
JIM TAK H 3TAK Ha4a NOABH-
rate. Ho, urof crars dep-
3eM, y MeUIKH He HAUlIoCh
aopor...”. CioxeTnana KOMIo-
3HLHA OKpYyMeHa KaHMo# W3
HEeCKOJIbKHX MO0JIOC C pacTH-
TeJibHbIM opHameHToM. Poc-
MHCL BHITIOJIHEHA TIPEHMYILLE -
CTBEHHO B KPACHLIX H CHHHX
ToHax. MacTtep akTHBHO BBO-
JHT B M306pa3uTebHOE Npo-
CTPAHCTBO CHHHIl LBET, KOTO-
Pl accoLHUpyeTes ¢ TeM-
HBIM 1IBETOM HOYH.
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“BAKHRAM GUR
IN THE CASTLE OF
INDIAN PRINCESS”

Qalamkar, Iran,
Late 19th = early 20th century.

Cotton, block-printing, painting.
291x150 cm.
Inv. no. 1802 1f

Qalamkar is a cotton wall-
hanging with handmade
block-printing and painting
with galam. Such articles
were extensively employed in
Iran as coverlets or curtains,
replacing costly textiles and
carpets. Qalamkar was often
made of two clothes sewn in
the centre (for textile was of
moderate width, only 75
cm), its composition resem-
bling the pattern of carpet,
that is the central field,
filled with a composition
with subject matter, and
border. Block printed deco-
ration was created by se-
quential superimposition of
phytogenic dyes in separate
imprints.

This wall-hanging is based
on the story of Nizami's
poem “Seven Beauties”
(“Haft Paikar™). When Ba-
khram Gur, son of the Per-
sian ruler Yazdigerd, became
the shakh, he built seven
palaces of different colour
for princesses from different
countries. Each palace was
dedicated to one of the sev-
en planets, whose colour de-
termined also that of the
palace. “On certain day of
the week Shakh Bakhram
would go to a certain palace
and spend time with one of
the beauties. On Saturday,
the day of Keywan (the
planet Saturn), he would go
to the black palace, as the
sage instructed him looking
on his horoscope”. The
scene depicted on the
galamkar represents the
shakh visiting Indian prin-
cess. Young couple is shown

sitting on a decorated carpet
in open pavilion, against the
background of garden of
blooming roses. A low table,
covered with squared table-
cloth, resembling bare
chessboard, separates them.
This detail reminds of
Nizami verse: “The continu-
ation of the story I started
to look for, the pawn of
thought started to move this
way and that. But to become
a Queen, the pawn could
not find the way...”. Edging
of several bands with floral
design surrounds the com-
position. The painting is
made predominantly in red
and blue keys. The crafts-
man employs blue colour as-
sociated with darkness of
night extensively.
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LIAXMATDI

Humnn. 1950-¢ rr.

Caonosas Kocms, depeso.
Jocka 56,5x56,5x1,8 cu.
B. dueyp 4—8 cm.

Hua, M 3500 11, 7378 I

M a d x a uc

majilitah

[Mepcnnckue npegannn H
apabGCKHe MCTOUHMKH CYHTA-
0T poaunofi waxmatr Muaunio.
Anb-Ixaxus us Bacpwe (9 B.)
nucan: “HMuauiinam npuuan-
JleXaT 1axMarhl, a 3T0 —
camasi GJ1aropojiHas U 0CTpO-
ymuas urpa”. Oano H3 ca-
MBIX PaHHUX OMHCAHHHA CO-
cTa3anus npasuteneid HMpaua
u Muaum nano B nexnesuiic-
Koit mosectu 6 B. “Martukan-
H-uarpaur”. B Heli paccka-
3bIBAETCH, YTO HHIMHCKHA
pamwka [leBcapm, xenas Hc-
MbITaTh MYAPOCTH HPAHUEB,
nocaan uapwo Xocposy |
Anywmpeany (509—579)
“Hrpy 4atpasr, WecTHaAUAaTh
IITYK W3 H3YMpy/la H llecT-
HaALAaTh WTYK H3 KPACHOTO
axouta”. C KapaBaHom Mno-
AapkoB Gula oTnpasJeHa
rpamMoTa, B KOTOPOH roBo-
PHJAOCH, YTO €ClH Lapb He
pacKkpoeT CyTH 3TOTO HarT-
paHra, To J0JDKEH NpHCcaaTh
Hajsor u ndwate. Myapei u

uapeasopel, Xocposa Ba-
KYPrMuxp nobexaaeT HH-
AHALLEB, PACKPBLIB TalHbl
WaxMaTHOH NMapTHH, H No-
chljlaeT B OTBET H3oOpeTeH-
HYIO HM HTPY B Hapibl.
3TOT CHOKET U HCTOPHA CO-
3aHHA WAXMaT ONuCaHbl B
“Ilax-name” A6y-n-Kacuma
@uppoycu (934 — okodgo
1025).

[Mepecnackoe Hassanne wam-
pane (nosiHee wampane)
BOCXOIHT K HHAHHCKOMY 4a-
mypaMea, 4To 3HAYHT “ye-
Thipe poia [Boiick]” (Koaec-
HHLIBI, CJAOHBI, KOHHHLA H Me-
xota). Pycckoe HasBaHue
“lwaxmaThl” GyKBaJbHO BOC-
NPOM3BOLHT MEPCHICKHIT Tep-
MHH 00 OKOHYAHWH HIPbL
wax mam — “mwax ymep”.

[To npepanuio, npasuteb
Camapkanga Tumyp (1370—
1405) wrpas Ha cTOKAETOY-
HOW fnocke. B npasunax Hrpsl
3HAYMJIOCH, YTO CIOH H Bepb-
JI0JL Nepe/iBUTaluCh Ha TPH
K/NeTKH, KOHb — Tak e, HO
“HpH ero ABHMKEeHHH O1HA
KJaeTKa Oblla He 1o nyTth”.
depsb HEe MOT MOKHAATH
waxa Gojee 4eM Ha OJHY
kaeTky. Camoil cHAbLHOMA (H-
rypoit Guina ntuua Pyx, 3a-
MEHHBIUASA Y HPAHLEB WHIHA-
ckue GoeBble KOJECHHLb H
CTOABILAN HA MecTe coBpe-
MeHHOo# Jaabh. Purypel o-
HOT'O W3 XPaHALLHXCS B Mysee
KOMILJIEKTOB LIaXMaT BbiNoJ-
HEHbl B CTHJE WHIMACKOM
MeJIKO# MJacTHKA M Tpej-
CTABJAIOT CPAMEHHE MEeLy
o6e3bsiHbHM BOfickoM Pambl
W pakwacamu uaps Jlanku
Paganui.

PL104

CHESS
India. 1950s.

fvory, wood.

Board 56,5x56,5x1,8 cm.
H. of chessmen 4—8 cm.

Inv, nos, 3500 11, 7378 I

Persian legends and Arabic
sources regard India as a
birthplace of chess. Al-Jahiz
from Basrah (9th century)
noted that “the Indians pos-
sess the chess, the most no-
ble and witty game”. One of
the earliest descriptions of
contest between the rulers
of Iran and India is given in
“Matigan-i-chatrang”, Pahl-
avi novella from the 6th cen-
tury. It tells that Devsarm,
the rajah of India, wishing
to test the wisdom of the
Iranians, sent to the king
Khosrow | Anushirwan
(509—579) “a game of cha-
trang, sixteen pieces made
of emerald and sixteen of
red sapphire”. Also a docu-
ment saying that, unless the
king managed the chatrang,

he would have to pay tribute
was sent with a caravan of
presents. Wazurgmihr, a
wiseman and courtier of
Khosrow, unravelled the se-
cret of the game of chess
and won over the Indians. In
reply he sent a game of
nardy, devised by him. This
story and the history of
chess are related in “Shah-
namah” by Abu‘l Qasim Fir-
dowsi (934 — about 1025).

Persian word chatrang (later
shatrang) has its origin in
Indian chaturanga, which
means “the four components
[of an army]” (chariots, ele-
phants, cavalry, and infan-
try). Russian designation
“shahmaty” reproduces lit-
erally the Persian expression
shah mat, “the shah is
dead”, meaning that the

game is over. The story goes
that Timur, the ruler of Sa-
margand (1370—1405),
played on a board of hun-
dred squares. The rules of
the game stipulated, that
the elephant and the camel
(bishops) went three
squares, and so did the
horse (knight), but “in doing
so one square was not on
the way”. Wazir (queen)
could not come off the shah
(king) for more than one
square. The strongest
among the noblemen was
the bird Rukh (rook), with
whom the Iranians replaced
Indian war chariots. The
pieces from one of the Mu-
seum’s sets are made in the
style of small forms of Indi-
an plastic arts and represent
the battle between the mon-
key troops of Rama and
hordes of Ravana, the king
of rakshas from Sri Lanka.
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KOPOBOYKA

Hpan. Bropan nososusa XIX 8.

flansve-mawe,
POCAUCH MEMNEPHBMUL
Kpackamu, Aak.

2x7x3 cM.

Hue. Ne 1266 I

H a @ x 4 U4 C

ma jil itk

B Wpane nzobpaxenus
JepBHILER C NMPHCYLUHMH HM
aTpubyTamMH MoJyuaT LiH-
poKoe pacrnpocTpaHeHHe B
19 8. Hepsuin — oOuui
TepMHH a8 obo3HAveHHHA
yjeHa MHCTHYecKoro Opart-
cTBa, CHHOHHM cJoBa “cy-
¢buit”. Huwenersyiouni 6po-
JIAUMI ACKeT-MHCTHK HE HMeJ
JIHYHOTO HMYILECTBA, ITHM
nojuepkuBancs ToT ocolnii
CMBICJI, KOTOPBIH npHaaBaica
B cyusme yuennio o g06po-
BOJILHOH G@IHOCTH H J0BOJIb-
crBe MaJabiM. Poab cyduiic-
KHX Op/IEHOB B ¥H3HH oOLle-
cTBa ObIA MHOTOTPAHHA: OHH
BbITIOJIHAJIH KaK PEJIHrHO3 -
Hble, TAK W IKOHOMHYECKHE H
colHa/ibible hyHKLUHH, BJIHSA-
JIH HA peMec/eHHbIe H TOpPro-
BblE KOPHNOPALHH, MOJUIEPHKH-
Ba/lH CBA3H C PasjiH4YHbIMH
cnosimi obutectsa. as oT-
JIeIbHOTO YeJOBeKa peJIuri-

03Has mpakTHka GpaTcTs
OblNa CPeIACTBOM MCHXHYECKO-
ro H AYIIEBHOIO OTAOXHOBE-
nusi. B kajzkapckuit nepuosn
(1785—1925) nouiepxKoi H
MOKPOBHTEJILCTBOM Npapslled
JIMHACTHH CTAJ NOJL30BATLCS
BAHATEBLHBI opaeH Hu'ma-
Taanaxuia, noaBUBLIHICH
eue B 11 . Croemy B03-
poxaennio B 1776 r. B Mpa-
He opaeH Gbia obs3aH HOBO-
MY rJjlaBe, KOTOPBIH HOCHJI
ocofoe HMA no GpaTeTBy
Ma’cym Ann-wax (Hyp Anu-
wax). Opaen ¢ ueHTpaMH B
Kepmane u llnpaze nmen
THICAYH TPHBEPIKEHLEB CPeH
FOPOACKOro HAaceJeHns: pe-
MECJEHHHKOB, YHHOBHHKOB H
BhICOKOMOCTABJEHHBIX JHIL. B
1797 r. Ma'cym AnH-1uax
Gbia 3aoaeiickn yout. Broc-
JeJICTBMH HMEHHO B 00JIHKe

woHoro Hyp Anu-maxa vacro
H300paKaHCh JIePBHILH.
[Topo6ubie o6Gpasn BeTpeya-
IOTCH KAK B KHBOMHCH, TAK H
B JJAKOBBIX POCIHCAHX, KakK,
HanpuMep, Ha KpblllKe nps-
MOYTOJABLHOH KOPOOGOYKH H3
cobpanust Myaes. 3aech
I0HbIH JIEPBHIL CHIAHT B TEHH
BeICOKOTO iepesa. Ha nem
TpaaHLHOHHAR O1ex1a OpaT-
CTBA: BEPXHSS HAKHIKA-
naatl ¢ AMHHHBIMH PyKaBamH
H BblCOKas BOHJOYHASA wan-
Ka, cnTas W3 12 KiuHbes,
JUIHHHbIE BOJIOCHI MalaloT Ha
naeqn. Psigom ¢ ¢urypoit no-
MelleH KaabaH (Hapeuae),
TPYGKY OT KOTOPOTro OH Jep-
HKHT B pYKe, BILIXas apoma-
THYECKHE BelllecTsa.

PL 105

BOX

Iran.
Second hali of the 19th century.

Pasteboard,

opaque watercolor under lacquer.
2x7xd em.

Inv. no. 1266 I

The pictures of dervishes
with their requisites became
widespread in Iran in the
19th century. Dervish is a
common designation of a
member of mystic fraternity,
a synonym of the word
“Sufi”. Wandering ascetic-
mystic living by alms had no
property of his own, thus
signifying the specific impor-
tance attached by Sufism to
the doctrine of voluntary
poverty and satisfaction with
small mercies. The role of
Sufi fraternities in social life
was complex, for they per-
formed both religious, and
economic and social func-
tions, influenced the trading
corporations, maintained
contacts with various social

groups and strata. For a
man the religious practice of
Sufi served as an instrument
of mental and spiritual re-
cumbence. During the Qajar
period (1785—1925) the rul-
ing dynasty supported and
patronized the influential or-
der of Ni‘matallahi, which
emerged in the 11th centu-
ry. This order owed its reviv-
al in Iran in 1776 to its new
leader, who was known in-
side the fraternity as
Ma‘sum ‘Ali Shah (Nur ‘Ali
Shah). The order, with its
centres in Kirman and
Shiraz, had thousands of fol-
lowers among urban arti-

sans, clerks and nobility. In
1797 Ma‘sum ‘Ali Shah was
murdered. Later on the der-
vishes were depicted just as
young Nur ‘Ali Shah. Such
images are found both in
painting and in lacquer
paintings, such as in the
case of the cover of square
box from the Museum's col-
lection. A young dervish re-
clines in the shadow of lofty
tree here. He wears tradi-
tional dress of the fraternity,
an upper cloak with long
sleeves and high felt cap,
sewn together from 12
gores, his long hair fall
down on his shoulders. Wa-
ter pipe (nargilah) is placed
nearby, and he holds the
flexible tube in his hand, in-
haling the aromatic sub-
stances.
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TAJDK

rojiosHoi y6op lepBHILa.

KAIIKYJIb

qalua s NoaanHHN.

Wpan, Kepman. Hauano XX b.
Macrepekan Xamsu A6Gaca.
Konen XVIII — navano XIX b.

Hlepcme,

PYHHAR BOUUBKA WEAKOM.
B. 16 cm, Om. 17 ca.
Cmaas, epasuposxa,
3010Mas Hacewka.
22x13,3 ca.

Hne. Ne 808 f1, 971 11

M a 8 x a4 uc

mo& Folk kYR

B cydmuiickux GpaTerpax
GoJiblIoe 3HAYEHHE NPHAaBa-
JIOCh OfIeXKIe H aKceccyapam,
B TOM YHCJIe TOJIOBHBIM y60-
pam, NMOCKOJbKY OHH SIBJISA-
JIHCh OTJIHYHTEJILHBIMH TIPH-
3HAKAMH MHOTOYHCJIEHHbIX
oprenos. Bolnounbie koana-
KH HOCHJIH IePBHIIH MHOTHX
6parcte. B Mpane tpaanumu-
OHHBIMH LIEHTPAMH NPOH3BOJL-
CTBA TAKHX H3leNinfi, NTOMUMO
Kepmana, Gbiin ropopa Kym,
Meuxen, Maxana. Buicokuit,
OKpYrJ0i thopMBl mad csa-
JAH M3 HEOKpalIeHHOro BOH-
JIOKA MECTHOTO TPOH3BOJ-
cra. M3anenne uenuxkom no-
KPBITO BBILIHBKOH YepHBIM
IIEJIKOM aTJACHEIM CTEXKKOM.

B LIEHTpE NoMeLlleHa ceMue-
NeCTKOBAA LBETOYHAH pPO3ET-
Ka, OKpyKeHHas 3rurpagm-

yecKHM opHameHToM. Haanu-
CH Ha 3p86CKOM fA3bIKE KOpa-
HHYECKOra CoaepXaHHA 3a-

KiiodeHbl B QUIypHblE KapTy-
K. BHU3Y NpoXoJuT nosicok
H3 MEJIKOT0 FeOMETpPHYECKOTO

y3opa.

HeothemaembiM atpubyTom
NepBHILEH ABNAJICH KAKYAb,
KOTOPbLI CJYKHJI He TOJbKO
A cbopa nogasiH|i, HO H
ABJISJICA COCYIOM JIfi BOJbL.
XapakrtepHas cdopma H3jenus
HANOMHUHAET NOJIOBHHKY ope-
Xa, pacTyllUero Ha najbmax
ocoGoro suaa. [Nlocae coape-
BaHHs MJ0/bl Bhia/0JHBAIH
M HCMOJB30BANH KAK COCYbI.
B nanbneiiem o nocay-
MHJIH MPOTOTHTIIOM IS H3Jle-

nui w3 metaana. ObwiMHO Ta-
KHe MpejiMeThl MojBelHBa-
JIHCh HA LENOYKY WM LIHY-
POK M HOCHJHChL Ha TPYIH.
[Tpeamet ykpalieH cioKeTHOR
ClleHOH ¢ H300paXKeHHeM
nepBHLIeH, hecTOHYATHIM Me-
JaJbOHOM H NMOACKOM CO CTH-
XOTBOPHOH HALNUCHIO HA
tdapen: “Ecan uetounuk Xus-
pa /#uBoil Boabl/ ckpbuics
OT JIOJACKHX B30POB, BO TbMe
MoOero KaLl]Ky.l'IH, BOAa HCTOY-
HHKa ctana asHoil. [lo Bene-
HHIO H ¢ OJaarocjloBeHHs
Hiaxa BpeMeHH BCAKHH cTa-
PHK, BINHBIIKI /U3 KallKy-
a1/ Boawl, nomognoaeer”. B
BEPXHB]:I HaCTH COCyla noMe-
LUIEHO KJEHMO ¢ HMEHeM Mac-
tepa Xamku A6Gaca — Baa-
AeNblld MacTepcKoi.

PL. 106

TAJ

a headgear of dervish.

KASHKUL

an alms bowl.

Iran, Kirman. Early 20th century.
Workshop of Hajji Abbas,
Late 18th — early 19th century.

Wool, silk hand-embroidery.
H. 16 cm, dig. IT cm.

Steel, chase, gold hatching.
22x13,3 cm.

Inv. nos. 808 11, 971 1]

Sufi fraternities paid much
attention to their dress and
accessories, including head-
gear, as these served to dis-
tinguish between numerous
orders. Dervishes from many
fraternities wore felt caps. In
Iran such articles were tra-
ditionally produced in cities
of Kum, Mashhad, Mokhan-
na, not to mention Kirman.
High, roundish faj is felted
from locally made undyed
felt. The handiwork is cov-
ered by embroidery, done
with black silk thread, ap-
plying satin stitch. A tuft
with seven petals, surround-
ed by epigraphic design, is
placed in the centre. In-

scriptions in Arabic, quoting
the Qur’an, are incased in
figurate cartouches. A band
of small geometric design
runs underneath.

Kashkul, which served not
only as receptacle of alms
food, but also as water ves-
sel, was an indispensable
requisite of dervishes. Pecu-
liar shape of the ware re-
sembles a hall of nut of cer-
tain palm. When ripe, these
nuts were hollowed out and
used as vessels. Subse-
quently they served as an

antetype for metalware. As
usual, such goods were
hanged on a chainlet or
braid and worn on the chest.
The article is adorned with a
scene depicting dervishes,
scalloped roundel, and band
with a verse in Farsi, which
reads: “If the spring of Khizr
(aqua vitae, or the Water of
Life) disappeared out of
sight of men, the water of
the spring became apparent
in the darkness of my kash-
kul. Every old man, who
drinks the water [from it],
will grow younger by com-
mand and with blessing of
the shah of time”. There is
an imprint bearing the name
of Hajji Abbas, an owner of
the workshop, on the upper
part of the vessel.
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“KOMMEHTAPH I

HA KOHCIIEKT I10
ACTPOHOMMWYECKOHN
HAYKE"

Pykomnucs,

Cpennsisi Asun (?).
Koneu XVII — wauano XVIII s.

Bym., wepnura, Kunosaps,
KOXC@, MUCHeNle.

%8 Q0 a8 €

- S 0

Teker pykornucu sasietcs
nepepaboTKOil COUHHEHHS!
“Kpartkoe uanomenune actpo-
HOMHH", NpHHALIEKAILET0
nepy W3BecTHOro apaGekKoro
yueHoro nadana 13 B. Aby-u1-
@anna Maxmyna 6. Myxam-
mazna 6. ¥Ymapa aa-Yarmuuu
an-Xapuamu (ymep nocie
618 r. xumrpn /1221—
1222). B TpakTaTt BKJAIOYEHbI
pasiHYHBIE YEPTEXKH, reoje-
3UMECKHE M aCTPOHOMHYECKHE
CXEMbl, 4 TAKIKE BBIHCKH H3
APYTHX COMMHEHHH, J0TIOJAHE-
HHSl H PAIBACHEHHA K TEKCTY,
undpoebie pacuetsl, Apato-
rpaduuHasi PyKONHCh BHIMOJ -
HEHa YePHLIMH YePHHJAAMH H
KHHOBAPLIO Ha MJOTHOH JI0-
LieHOH Oymare KeaToBaTOro
OTTEHKA MO3IHHM CKOpPOMHC-

Kuura saknodena B cadbsi-
HOBBIH MepenJer ¢ TPaauiH-
OHHBIM THCHEHBIM OpHAMEH-
TOM B BH/le Tpex Mela/lbOHOB
C PACTHTEJILHBIM 3aM0JHEHH -
eM. B crpanax mycyibmanc-
koro Bocroka passuuHele ot-
paciu HayKH HaxolIWJaHChb B
HEPABHBIX YCJORHAX, UTO B
KakoH-TO cTeneHd oObaCH:A-
eTcsl cyllecTBOBaBLUeHd Tpa-
muuneit. bosbmkeTBO AMC-
UHILIHH PA3BHBANOCH MPH
[BOpax Bjactutesedl — no-
KPOBHTeJeH YUeHbIX H peMec-
JEeHHHKOB — H 3aBHCEJIO
raasibiM 06pasoM OT HX JIHY-
HbIX CKAOHHOCTEH. ACTpoHO-
MHf, KAK H MaTeMaTHKa,
HMeJia LHPOKoe MpaKTHYeC-
Koe 3Ha4yeHHe, 3Ta oTpac/b
HAYYHOTO 3HAHHA NOCTOAHHO

23.8x14.,5 cm. HBIM MOYEpKOM, NepexoiHbIiM
Hua. Mo 503 If 0T HACXA K HACMA AUKY.
PL. 107 The text of the manuscript

“A COMMENTARY ON
COMPENDIUM OF
ASTRONOMY”

Manuscript.

Central Asia (?).
Late 17th — early 18th centuries.

Paper, ink, vermilion,
leather, stamping.
23,8x14,5 em.

fnu. no. 503 11

is a rendering of the treatise
of Abu'l Fadl Mahmud b.
Mohammad b. Omar
al’Chagmini al'Harizmi, a
famous Arabic scholar of the
early 13th century (died af-
ter 618 year of Hegira, or
1221/22 A.D.), entitled “A
Brief Exposition of Astrono-
my”. The commentary con-
tains miscellaneous draw-
ings, geodesic and astro-
nomic charts, together with
extracts from other treatises,
addenda and clarifications to
the original text, and calcu-
lations. The manuscript in
Arabic script was written
with black ink and vermilion
on thick supercalendered
paper of yellowish toning in

pa3BHBajach W Oblia BOCTpe-
Gosana. C acTpoHoMHel H
CYETOM CBSI3aHLI MPOH3BEJE-
HHS, NOCBALLEHHBIE JYHHOMY
KaJleHAapio, onpeieieHHio
BPEMEHH MOJIHTB, MOCTa H
HAMpPAaBJeHHA K CBALIEHHOMY
xpamy KaaGa, kyna mossie-
Mycst noJarajioch o6pailaTh-
csl JUILOM. ACTPOHOMHYECKHH
pasjieq HelnpeMeHHO BXOAHI B
cocran o61edHaocopeKHx
TPYAOB, a TaKike B reorpadu-
Heckne, Kocmorpaduueckue
IHUHKJIONEHYECKHE COYHHE-
uust. Caenyet oTMETHTB, 4TO
B cpeje 1npotheccHOHANbHRIX
NepernucYHKoB KHHT H YHHOB-
HHKOB-ITHCLIOB K MCKYCHOCTH
B MHCbME NPeIbABAANN [10-
BbilleHHBIe TpeboBaHHA, a B
HayuHbIX TpakTaTax yjaens-
Jlock GoJiblie BHUMaHHS sic-
HOCTH M3JNO0MKEHHS, YepTeXKam
H TabaHuam,

late cursive handwriting,
transitional from naskh to
nasta'lig. The book is en-
cased in morocco binding
with traditional stamped de-
sign of three roundels with
floral filling. In Islamic
countries different branches
of knowledge enjoyed un-
equal status, which, to a
certain degree, was deter-
mined by tradition. The ma-
jority of disciplines were
studied at the courts of rul-
ers, patrons of scholars and
craitsmen, and depended
mainly on their individual
inclination. Astronomy, as
well as mathematics, was of
great practical importance,
so this branch of knowledge
enjoyed constant develop-
ment and demand. The trea-
tises on the lunar calendar,

on the timing of prayer and
lent, and on the determina-
tion of position of sacred
temple of Ka'aba, which the
prayer had to face, were all
based on astronomy and
calculations. Works of gen-
eral philosophical, as well as
geographical, cosmographic
and encyclopaedically nature
always contained a chapter
on astronomy. It should be
noted, that professional
copyists and scribes placed
high demand on expertise in
writing, and in scientific
treatises greater importance
was attached to clarity of
exposition, drawings, and
tables.
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ACTPOJISIBHA
MTJTAHHUC®EPA

Huans, r. Jlaxop. 1587—1588 rr.

Jamyre, aumove, epasuposka.

M a d x a uc

m a j Il it h

YrsiomepHuiit npubop, npu-
MeHABIINACH 118 aCTPOHO-
MHYECKHX H reojle3auyeckHx
HaGMIO/leHHH, COCTOUT H3
MATH JBYCTOPOHHHX IPaBH-
POBAHHBIX IUCKOB, KOPOGKH-
MarasuHa ¢ rpaBHpOBaHHbi-
MH TabaullaMK ¥ TpaHcna-
paHrta-"nayka" ¢ OCTPHSAMH
BH3HPOB, QUKCHPYOIULHMH
nonoxende 3pesn. Mamepe-
HHA NPOBOAHJIHCE B BEPTH-
KaJlbHOM TOJIOKEHHH, L5
Yero acTposiaGHs MOoABENIH-
Bajach 3a KoJbllo. B Bepx-
Hell yacTH KopoOKH coxpa-
HUJIACh AaTHpYlolas Haji-
MHCH HA NEPCHACKOM A3bIKe:
“CKOMHPOBAHbLI YHCAA ITOH
acTpoaabuu ¢ actponabuu
xo3paTta MHp3bl Baiicyury-
pa, aa oceaTuT [Annax] mMo-

OTa naTa COOTBETCTBYET
1587—1588 rr., To ecThb OT-
HOCHTCA KO BpeMeHH 1pas-
JIeHHsE MOTOJILCKOTO MpaBHTe-
a5 AxGapa (1542—1605),
MPUHALIENKABIIETO K POJLY
TUMYpHIOB, KaK H ero npeji-
KH, ACTPOHOMBI CaMapKaHJC-
KOH WKOAB — 3MUp Yayrbex
(1393—1449) n ero Gpar
Baficyuryp, coiosbs [lax-
pyxa u BHYkH Tumypa. ¥no-
MaAnyThiil B Haanuck Baficyu-
ryp mor GLITh HJIH GpaToM
Yayr6exa, ymepwnum B 837 r.
xumkpsl (1432/1433), nau
Ke coBpemeHHHKoM Babypa,
coiom Cyaran Maxmyn

Xocpos waxom B 905 r.
xumwkpst (1499/1500). He-
caenoBaBluMil acTponabuio
C.B. CmupHOB cuHTaeT, 4TO
OpHIHHAJ, ¢ KoToporo Gbiia
M3roTOBJEHA JaxopeKas Ko-
MU, MOT OTHOCHTLCA, CKO-
pee, KO BpeMeHH MJaajllero
Baiicynrypa. TaGauusl, rpa-
BHPOBAHHLIE HA JHE KOpoG6-
KH, BOCIPOH3BOAAT YacTb
amesiHoro Kartanora Yayrbe-
Ka, co3aannoro B 1443 r.
Brsanuble AMCKH MO3BOJSIOT
NPOBOJHTL HAaG/I0EHHA B
pa3HBIX WHPOTAX, CBEPAA HX
3artem ¢ tabanuei, rie npu-
Be/leHbl HA3BAHHA TOPOIOB C
HX JOJIFOTaMH H LIKPOTAMH,
YacTb rpaBHpoBaHHBIX HA
AMCcKax yeprexed Obina mo-
3[Hee CTepTa W 3aMeHeHa
HOBbIMH AaHHbiMH. [Tockonn-
Ky TakKHMH NpHGopamn
MoJb30BANHCh HE TOJbKO ac-
TPOHOMBI, HO W ACTPOJIOTH,
KOMHH HX OBIIH 10CTATOYHO

Tin. 16:ox. runy ero, B 996 roay xua- MHpabl, Baificynrypom mMup-
Hna, Ne 815 11 ®pel B ropoae Jlaxope”. 30, BEPOJOMHO YOHTBIM LWHPOKO pacnpocTpaHeHbl.
Pi. 108 The angular instrument, the city of Lahore”. This S.V. Smirnov, who examined
used for astronomic and date corresponds to 1587— the astrolabe, is of opinion,
pLAAlT]SISP(I)—IE&l?EIS(E: geodesic measurements, 1588 A.D., i.e. dates from that the original, which was
TR consists of five two-sided used to make the Lahorian

India, Lahore. 1587 —1588.

Brass, casting, engraving.
Dia. 16 cm.
Inv. no. 815 11

locynapereennbil
myseii wciycovTna
#apopos CocTona

Ne JEXFY

engraved plates, a storage
box with engraved scales,
and alidada, or “spider”-
transparency with spikes of
trackers, for measuring the
altitude of celestial objects.
The measurements were car-
ried out in perpendicular,
wherefore the astrolabe was
hanged by a ring. The upper
part of the box preserved the
dating inscription in Iranian,
reading “Copied are the
numbers of this astrolabe
from the astrolabe of
Khazrat Mirza Baisunkur, be
his grave blessed /by Allah/,
in the year of Hegira 996 in

the reign of Mughal ruler
Akbar (1542—1605), who
belonged to the line of
Timurids, and whose ances-
tors, namely emir Ulugh
Beg (1393—1449) and his
brother Baisunkur, sons of
Shah Rukh and grandsons of
Timur, were famous astrono-
mers of the Samarqand
school. Baisunkur mentioned
in the inscription could be
either the brother of Ulugh
Beg, who died in the year of
Hegira 837 (1432/1433
A.D.), or Baisunkur Mirza,
son of Sultan Mahmud Mir-
za, a contemporary of Babur,
traitorously killed by Khos-
row Shah in the year of He-
gira 905 (1499/1500).

copy, can be more safely
dated by the times of young-
er Baisunkur. The scales en-
graved at the bottom of the
box reproduce a part of star
catalogue of Ulugh Beg
compiled in 1443. Set-in
plates allow performing
measurements in different
latitudes, checking them af-
terwards against the scale
containing the names of the
cities with their respective
longitudes and latitudes.
Some drawings engraved on
the scales were later erased
and replaced with new data,
Since such instruments were
used not only by astrono-
mers, but also by astrolo-
gers, their copies were con-
siderably widespread.
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